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FOREWORD 

Sri Shanmukhananda Fine Arts & Sangeetha Sabha was established in 1 952 and 
with the subsequent commissioning of its Hall, rated as one of the best in the country, it 
has played a unique role in the national integration and cultural synthesis of this country 
Its portals remain open to individuals and institutions from all over the country and abroad 
without distinction of creed, race, religion or nationality. The Hall has been patronised 
by all National, Regional political parties and leading social, educational, corporate and 

cultural institutions. 

Shanmukhananda does not confine catering to cultural requirements alone, but 
extends beyond. As part of its programme of propagation, research and education in 
Music and Fine Arts, it runs a Sangeetha Vidyalaya, one of the best of its kind in India, 
publishes a quarterly journal SHANMUKHA, which is spoken of highly among literary 
and cultural circles, and takes care of the health of the community by providing medical 
care and education as well as yoga and meditation. 

SHANMUKHA which was started in April 1975 has with this issue, successfully 
completed an unbroken run of 25 years. Its unproclaimed aim and objective has been to 
be an instrument of education and promotin'g excellence in Fine Arts. Working towards 
this goal we have been striving hard to present the evolution and growth of the arts over 
the centuries, with particular regard to historical accuracy, meticulous scholarship and 
bias free objectivity of presentation and in a style free from verbiage and honking rhetoric 
Every article is presented with a full sense of responsibility and accountability to the 
public at large. 

Original articles from erudite scholars and eminent artists; critical evaluation of 
various aspects, concepts and facets of the arts in a micro-balance , well-researched 
articles on composers, their creations and their enunciation; profiles of performers and 
scholars, past and present; reproduction of rare write-ups culled from the archives and 
elsewhere; dissertations and papers presented at seminars/symposia; interviews, 
reviews, thought-provoking discussions on tradition, trends and innovation, publishing 
notation of rare compositions; book reviews, anecdotes etc have been features of 
SHANMUKHA. 

Result : an invaluable quarterly ranking high in cultural and intellectual circles, 
attracting researchers both in India and abroad and comfortably nestling itself in its due 
place in the Literature of Music & Fine Arts. The high standard and substance of 
SHANMUKHA also received complimentary mention in the Rilm abstracts of Music 
Literature, of City University of New York. 

With humility and a strive-hard culture, SHANMUKHA pledges to forge ahead in 
its mission and seeks your blessings and patronage. 


- Editor 
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SHANMUKHA 


(Quarterly Journal of Sri Shanmukhananda Fine Arts & Sangectha Sabha) 

Celebrates its 

SILVER JUBILEE 

(Completion of 25 years) 

on Sunday, the 14th May 2000 at 5.30 pan. 
at Sabha's Main Auditorium. 
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In Focus 

SHANMUKHA 

With solemn prayers to the presiding deity Lord Shanmukha, the symbol of youth 
and resurgence, the saviour of mankind, the embodiment of k nov/ledge and wisdom 
and a model of utter renunciation ", we offer this bumper Silver Jubilee Year Issue and 
wish all our readers, contributors, advertisers and well-wishers a very Happy Vikrama' 
year 

How sophisticated has the art of Bharata Natyam been since ancient times ' An 
erudite scholar-archaeologist takes us down the centuries tracing its evolution as depicted 
in paintings and sculpture. 

Was he a poet, a philosopher, spiritual thinker, a mystic, a Bhakta or a saint What 
was Sri Tyagaraja's role in Music?' He was all these plus more - according to his ardent 
devotee. A thesis culled out from our archives. 

A musicologist analyses the much-discussed Twentytwo Srutis and their practical 
application. While a musician bemoans Oh! Sruti, where art thou ? 

Ever heard of children waking up mother? Yes. Here, a poet does, sings a "Palli 
Ezhuchchi" - " Mother , ; Arise. Awake. Act !' successfully. 

The glorious accompanist that he was. Kumbakonam Rajamamckam Pillai was one 
of the "most towering and exalted" musicians of the past generation A profile in praise 
of the maestro is reproduced hete. 

"Concert Tradition" - What the Ma/gadarshi speaks. 

The Sangeetha Bhishma Pitha turns 92 and he chaired SHANMUKHA S Decennial 
celebration. We pay our Prana ms to this living legend in our Silver Jubilee year 

A modern day Guru, a Karma Yogi who elevated institutionalised coaching on pat 
with Guruku/a in Shanmukhananda Sangeetha Vidyalaya. too turns 90 this year, and 
our Pranams in a profile'. 

With the aid of technology Music Tradition will stay alive asserts a connoisseur And 
an artiste-academician of the Hindustani Music draws our attention to Indian Music m 
the perspective of World Music. 

A gieat flautist of Hindustani Shaili, speaks to our correspondent in an interview 
now a tegular feature of SHANML KHA 

The rich legacy of Tamil Music - Vaggeyakaras' contribution - is traced in 
Tamil 

Tributes to "MatgadarshP of Manipuri, Gum Bipin Singh and flautist 
Murdeshwar. cultural highlights and a Book Release fomi other teatun > o. - 
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Excerpts) 


The Prime Minister is happy to learn that SHANMUKHA quarterly journal of Sn Shanmukhananda 
Fine Arts & Sangeetha Sabha, will celebrate its Silver Jubilee in May. 2000 

On this auspicious occasion, the Pnme Minister extends his greetings and besi wishes to the 
organisation. 

(Kanchan Gupta) 

Officer on Special Duty 
PMO. New Delhi 

^ ^ sis 

n' 'P *p 

I am happy to leam that the prestigious Music Journal SHANMUKHA is cJebrating the Silver Jubilee 
of its publication in May 2000. Shanmukhananda Sabha is a landmark Institution of Mumbai devoted to 
music, dance and fine arts and has rendered invaluable services to the promotion of the cultural services of 
the City. Dance, drama and music please the eye and ear of the rasika. it kindles the esotenc perceptions of 
the connoisseur. It has the infinite capacity to take one s mind from realm of mundane life into regions of 
ethereal charm. Shakespeare said in Romeo and Juliet 

" When gripping gnef 

the head doth wound And doleful dumps 

The mind oppress 

Music with her Silver Sound 

With speedy help doth lend redress " 

The Journal "SHANMUKHA* is devoted to the Art and Science of Music It caters to the appetite of 
the rasika and the connoisseur of music, dance and other fine arts Its scholarly presentation devoid of any 
petty controversies has marked it a class apart from any similar issues 

On the happy occasion of the Silver Jubilee of the publication of "SHANMUKHA". I offer my best 
wishes for the Journal both prospenty and perpetuity 

R. Venkatram3n 
Former President of India New Delhi 


-’SL*. 'ir W W 

qx rp 

The quarterly journal SHANMUKHA published by Sn Shanmukhananda Fine Arts & Sangeetha 
Sabha through its well-researched analytical articles has been doing commendable service in educating 
the people, especially the new generation on the history, evolution, trends, innovations and most importantly 
the spiritual contents of arts 

I congratulate the Sabha and all those assoicated with it on the happy occasion of the Silver Jubilee 
of SHANMUKHA 

P C. Alexander 

Governor of Maharashtra 
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..„ ,iad to know !M SHANMUKHA Ihe quarterly journal ol Sri Shjnmuklun.inda Fine Arts and 
S-J^Sh. « * yw* of k «nta> » the cause or fine arts The |oumal is publishing 

^ vio^J educating the public on all aspecls of fine arts, particularly music I hope Ihe Silver 

MMeeceltMfanoflfwfournaf wh,ch ,s lo be held in May 2000 will prove a great success^ 

C. Subramamam 

Former Governor of Maharashlra, 

Chennai 

\|/ \j/ 

VjV /|* VJN /|N 


I am immensely pleased to hear that with the issue of April 2000 the Sabha's Quarterly Journal 
SHANMUKHA wll be completing 25 years of its publication 

While I chensh my memories of my very close assocaition with Sri Shanmukhananda Fine Arts & 
Sangeetha Sabha it is hardly necessary to emphasise that the contribution of SHANMUKHA journal towards 
the development of Kamatlc music and encouraging the deserving musicians has been immeasurable. 

l take this opportunity of wishing the Silver Jubilee function all success. 

Semmangudi R, Srinivasalyer 

Chennai 

***** 


SHANMUKHA stands for 

Scholarship 

Sobriety 

Simplicity 

Subtlety 

Sincereity and 

Service 


***** 


Lalgudi G. Jayaraman 

Chennai 


Slwnmukhananda SocMIy has become itw Ctfiural la. Mahal of India 


Subbudu 

Delhi 
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SHANMUKHA - in its own small but effective way * has for 25 years now been serving the public 
and keeping it au fait with the past and present trends in music and dance Its mam thrust has been in the 
direction of impartial assessment and critical acclaim 

This is a momentous point in its career That is a matter for congratulation and a spur to serving the 
art-loving public, especially our members, with greater enthusiasm and dedication 

K. S. Mahadevan 
(Former Editor) SHANMUKHA 

Chennai, 

■j/ \|/ nU 

r|V /J\ Vp VJV 


I am delighted to hear that Quarterly SHANMUKHA will be completing 25 years of its publication 
with the issue of this April. 

I have been a regular reader of the journal and have also contnbuted a number of articles from time 
to time. I wish to congratulate the Sabha upon its maintaining a high standard of production all these years 
and I wish the journal a brighter future and more purposeful service to our glonous performing arts 

T. S. Parthasarathy 
Fellow. Sangeet Natak Akademi 

Chennai. 


/p /p *p 'p 


It is rather strange that notwithstanding all the greatness and populanty of Indian classical music 
and dance, journals devoted to these arts are very few Several journals in English Tamil and other 
languages launched with great hopes, had to close down for want of patronage 

In this context Sn Shanmukhananda Fine Arts and Sangeetha Sabha of Mumbai did well in starting 
the SHANMUKHA with the distinguished music cntc Sn K S Mahadevan as its founder edtor I am happj 
to hear that SHANMUKHA will be completing 25 years of its publication with the Apnl issue I have had 
occasions to peruse a few issues of SHANMUKHA and admired the meticulous manner in which it is being 
edited 

T. T Vasu 

President. Music Academy 
Chennai 
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GUARDIAN DEITIES OF 
SONG AND DANCE POSTED 
IN THE FLAG STAFF 

With tin heralding of the Tretuyuga under the 
m&ntlfibi'iw urn Mann, people had hci ome ease- 
loving and pleasure .seeking They were under the 
u my of Desire. (Ireed. Jealousy and Anger. Then 
happiness was marred hy infatuation and sorrow 
Led h\ India, the Gods approached Brahman with 
the request. We want an object of diversion, whic h 
must he audible as well as visible. As the Vedas are 
beyond the grasp of many people, create yet another 
veda which will really belong to all sections of the 
people The Lord meditated on the four Vedas ami 
taking Paths a from Kg. Sangeeta from Sanian, 
\hhinaxu from Yajtis and Rasa from Atharva. created 
the Nutvaveda to entertain and enlighten the 
humanity The ford then ordered that this N at y a veda 
be practised and presented to the people. Feeling 
unequal to the task, I nd ra passed on the command 
to the Sages. Bharata Muni, the doyen of Sages got 
the men and material prepared to fulfil the ford's 
command. 


Hie Just dramatic performance was to be enacted 
,hm P 'I"’ Banner Festival oflndm. The theme ,, ,,, 
'T 17 ' hc ' " wr .V of the Gaits aver the Daily, is 
und Ajuras As the perfornuince progressed, there 
■ ' mumtly fMiatbn amongst the victors amt 
tun gnashing amongst the vimuui shcil 

the Jarjara " ms Cl,mc r ° h(J billed 

flourish evei antl 
"• 'he ha fa ddelXZ, Al,,/ 

he stationed vajra and m its Parvas 

Vishnu. the fn'edd'trr ' 'f t Word "'" l Chum. 

'he hnhmhn lend C * H ""' 

^ "f i rledJ^Zda, 

demons. 


has ever sin, 


eh 


Shanmukha 


Shanmukha, the six-faced Lord, familiarly known 
as Lord Subrahmanya is the symbol of youth and 
resurgence, the saviour of mankind, the embodiment of 
knowledge and wisdom and a model of utter renunciation 

The worship of Lord Subrahmanya had an age- 
old tradition, testified to by Vedic literature and Tamil worlds, 
and is widespread, perhaps with greater concentration in 
South India. He is Lord Muruga to the Southerners and 
Kartikeya to the Northerners There is no hamlet or village, 
one may say with confidence, in the South where there is 
no shrine dedicated to Lord Muruga. To the Tamils, he is 
the father of Tamil language and literature 

Lord Subrahmanya is known by several names, 
such as Skanda, Kumara, Kartikeya, Kanda, Muruga. 
Parvatinandana, Shadanana. Sharavana, Shanmukha, 
Shanmatura, Swaminatha, Sikhivahana. Mahasena. 
Kraunchadaarana, Vishaka etc., each having its own 
significance, based on legends and beliefs relating to birth, 
power, prowess etc. Yet, Subrahmanya is ’suggestive of 
His Absoluteness, the one without a second, the Brahman 
or Supreme Being. He is also the fosterer of the Vedic 
tradition of Brahmanyam". 

Lord Subrahmanya is fire incarnate, ’being the 
’seed’ of Shiva carried by Agm and deposited in water in 
the forest of Reeds (Sharavanapoigai)", according to the 
Ramayana. Names. Skanda - Kartikeya appear in the 
Mahabharata at many places and His birth is attnbuted to 
Shiva and Svaaha in the form of Agni. Upamshads refer 
to Sanat Kumara as Skanda Kalidasa's immortal work. 
Kumarasambhava delineates in detail with dramatic impact 
the birth and valour of Kumara. the son of Shiva and 
Parvati, born to annihilate the demon Taraka who 
oppressed the worlds Skanda Purana brings in bold relief 
the birth and splendour of Skanda, the Shanmukha. more 
convincingly : 

In answer to the gods’ prayer to save them 
and the world from the clutches of the demon 
Surapadma, Lord Shiva, who only had bestowed 
on the demon the super power and a boon that 
none born of the union o ( man and woman could 
Kill him. created Shanmukha from the six sparks 
which emanated from the central eye of his six 
faces Sadyojala, Vamadeva, Talpurusha, Eesana 


Aghora and Adhomukha, ordering Agm and Vayu 
to carry and leave them in Ganga to be deposited 
by her in the Forest of Reeds called Sharavana 
at the foot of the Himalayas From that forest rose 
Kumara or Muruga (Muruga in Tamil means 
beautiful) with faces representing Aiswarya 
(Overlordship). Virya (Potency for guidance), 
Yasas (sanctifying excellence). Sn (beauty of form 
and spirit), Jnana (Omniscience) and Vairagya 
(non-attachment in all cosmic activities)’ 

The six faces have also been said to symbolise 
the conquest of five sense organs and the mind and the 
six passions - Kama, Krodha, Lobha. Moha. Mada and 
Matsarya. Thus charactensed. Kumara, was brought up 
by six Knthika mothers (bom under the constellation 
Knthika) and acquired the name Kartikeya 

Once when Parvati gathered the child with 
overflowing love, the six heads became one Hence 
Skanda (in Sansknt one who emerged ) and Kanda (in 
Tamil ’one whose heads are joined*) 

Kanchi Paramacharya. the Mahaswami had a more 
scientific description for the emergence of Lord 
Subrahmanya 

'The powerful lighting (of grace) bom of the positive 
and negative charges of electncity, of power (Sakti) in the 
form of Shiva (positive) and Parvati (negative) ’ 

Timmunjgaatnjppadai a great Tamil work explains 
the significance of each face thus : 

One face removes the darkness of ignorance, 
another responds to loving devotion; the third helps 
Brahmins in the performance of Vedic sacnfices; the 
fourth explains the meaning of difficult scriptural 
passages; the fifth shows ire against foes; the suth 
rejoices in the company of ’Kura* Valli. 

It was this magnificent Shanmukha who baffled a* 
evils, rent asunder by His arrow the mountain K raunchj 
vanquished Surapadma in a battle of Virtue agamst eels 
and established His victory by cutting the Asura mfo 
parts and making one a peacock, his Vahana and the o' yet 
a cock, enshnned in His mast The day of Surasai^ar a 
is celebrated with worshipful ecJaf as Skanda Sna>i as it 
falls on Suklapaksha Shashti in the month of Ayppasi 
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The Lon) *qu*« the name V, shake for having 
hern under the constellation of Vishaka For his 
nation with fire Ganga and Saravana poigai. he 
hecame Agrgharban', Gangeya and ’Sharavaoabhava 
That he was a Senapathi par excellence needs no 
reiteration He excelled as Tagappan Swami', or 
SvMmmalha in the role of a "Gnana Pandita’. teaching 
His t ither the essence of Omkara, the Pranava Mantra 

Lord Subrahmanya abides on hills unattached to 
the earth, and yet He points to the sky of eternity 
Thousands of hills are his abode but only six are most 
significant and holy - called "Aaru Padaiveedu" in Tamil. 
These are Tirupparangunram, Tiruchendur. 
TuuvavtnanKudi (Pazham), Tiruveragam (Swamimalai), 
Kunrutoradal (Tiruttam and other hills) and 
Pazhamudircholai The first Tirupparangunram is the holy 
place where His wedlock to Devayanai took place Lord 
Muruga had two consorts Devayanai and Valli - the 
embodiments of Icbcha ShaMi and Gnana Shakti. 

In Tiruchendur on the sea-shore, the ever merciful 
l ord ensures his devotees of their ills being washed away 


In Pazhamudircholai. Ihe sixth Padaiveedu, there 
is a Noopura Ganga. a perennial waterfall atop the hill. 

There is a seventh Padaiveedu too-to Muruga, not 
with any geographical ambience but in the heart of his 
devotee. Oothukkadu Venkatasubbier, who sang in 
ecstatic trance of this in his Bilahari composition Ninnngun 
AmIKaattum , He sings: 

Orezhu Padaiveedu kondai - Vilangum 

UnAmpadai Veedum en Ullamum serndaga 

Of the weapons Lord Subrahmanya wields, the 
most powerful is "Vel\ (sword) which is also worshipped 
as Gnana Vel, Sakli Vel and Himself as "Velayuda". The 
sculpted image of Subrahmanya varies from place to place 
and in respect of His manifestations. The most common 
variety is six-faced Shadanana, Subrahmanya, with 
twelve hands wielding symbols and weapons of Sakti, 
arrow, sword, discus, noose and Abhaya on the right and 
cock, bow, shield, conch, plough and Varada on the left. 
He ndes on the peacock and may have on either side of 
Him the attendants Jaya - Vijaya or his consorts Valli and 
Devayanai. 


as waves merging in the sea It was here that He 
annihilated Surapadma And in this shrine Adi Sankara 
composed his * Subrahmanya Bhujangam' (Bhujanga is 

!!* M 9 ,Kjes a serpent . Polagam Snrama 
Ststngai n ?ers to the worship of Kumara in the form of a 
serpent as He lies at the Mooladhara Chakra as the coiled 
serpent power ) Pazham. the third Padaiveedu. also known 
1S ' ,ruvav, nankudi. was the hilltop where Muruga rushed 
on His defeat to his elder brother Ganesha in the ’fruit 
episode Bui ,t is an abode where as Dandayudapam. 
e blesses h.s devotees And it is here that Sage Agasthya 
learnt the grammar of Tamil language Also the Lord 
blessed here Arunagmnadar whose Tiruppugazh is a 

eZZ n , i P T C ** "*** revealing 

ennobling Bhakti. intricate rhythm and lyncal excellence 

.,«hJ Wa T a ! al (T,ruvefa 9 am ) its own aura 
upholding the Lord’s role as His father s Guru 

Kunruthoradahs a genenc term denoting many a hill 

having holy shnnes of Lord Subrahmanya Tiruttam i 

prominent among them, known for its scenic beauty and 

quietitude The placidity of the hill cooled him of his .re 

after vanquishing Surapadma The shnne in Tiruttam is 

also a landmark in Ihe history of Kamatic Music for it ts 

here that Muthuswami Dikshitar. one of the Music Tnnity 

m the divine grace, the Darshan of Ihe Lord with his 

and became a great Vaggeyakara 


. . ....v, ovuu.pmic ui omyie-idoeu iNumara witn 
four arms, riding on peacock and flanked by Valli and 
Devayanai can be seen in Samayapuram. A sketch from 
Chidambaram presents Skanda with three visible faces 
ten arms, on peacock and fighting with giants, probably 
Taraka and his retinue. In four of His right hands can be 
seen sword, axe, arrow and club while the fifth is of a 
gesture wielding the bow. The upper most of the left arms 
shows the Vismaya posture, the rest shield, bow, noose 

Skanda Th m a u a h yaP . a ' Silpa l3yS down that lhe ima 9e of 
tour s* orll° SI V a Tt S ° r ° nly ° ne and *“> «">. 
Sakti arrow sword ^ ^ Symb ° ls are 9 eneral| y lhe 
shield bow D loui dlSCUS ' n °° Se ' Pe3C0Ck ' s fea,hers ' 
Hastas. 9 ' f0Sary and Abha V a a "d Varada 

« J : Z » '<* 
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" Pathuppattu , Ettuthogai, Tirumurugatruppadai . go at 
length to describe the 'Leela' of the Lord Arunagmnadar's 
Tiruppugazh of 15th century is a wholesome "musical 
treatise" on Lord’s Leela Kandaralankaram, 
Kandaranubhuti, Kachiyappa Sivachariar’s 
Kandapuranam, Shashti Kavacham, Shanmukha 
Kavacham are some very popular among the Lord's 
devotionals. 

Among the Music Trinity Sri Muthuswamy Dikshitar 
has composed numerous Kntis on Lord Subrahmanya 
He composed a set of nine special Kritis on the Lord 
atTiruttani. Before him Oothukkadu Venkatasubbiar 
showered his "Pamalai" on him Koteeswara Iyer 
dedicated an entire-set of compositions in 72 Melakarta 


Ragas plus some more as Kanda Ganam More recently 
Papanasam Sivan left a rich legacy of Kritis on Lord 
Muruga in exquisite Tamil. Besides there have been 
numerous Padams' composed by devotees which adore 
the dance forum There is hardly any form of composition 
in the South which has not touched upon the Lord's "Leela' 
as the theme 

It is Lord Shanmukha. one without a second, the 
embodiment of knowledge and wisdom and a symbol of 
youth and resurgence who is the presiding deity of Sn 
Shanmukhananda Fine Arts & Sangeetha Sabha, Mumbai 
And let us enshrine Him in our hearts, singing with 
Oothukkadu Venkatasubbiar as Ihe seventh Padaiveedu 

- Sulochana Rajendran 


Composition on Seventh Padaiveedu 


Composer : Oothukkadu Venkatasubbiar 


Raga : Bilahari Tala : Adi 

Pallavi 

Ninnngun Ami Kaattum Sol Onm Sonnaalum / 

Nenjam Kuzhamdidude Neelamayilerum Ve/an // 

(Ennngun) 

An u pallavi 

Enrenrum Natamaadum Iraivan Taru Kumara / 

Madhyamakala Sahitya 

Imayam Taazhgmra Pugazh Vadi Vela 

Edinya nmra Nimda Kulakaala Velan // (Ennngun) 

Charanam 

Orezhu Padaiveedu Koixiai ( Muruga ) - Vilangum / 

Un Aampadai Veedum En Ullamum Semdaaga // 

Eerezhulagum pani kondai - Eninum 
Engal Tamizh Valli Edir munne Veezhndai !! 

Kaamiukil pol vilangum Maal mamga Muruga / 

Madhyamakala Sahitya 


Kamnda manadula Adiyavar Sirakka 
Siranda Ami mrai mugattavaa II 
Sehnda Niramum Mayilmisai Vilangum 
Mananda Imvamm Anaitthavaa I 
Kadamba Malar Kamalamodu Veguvidam 
Anindu paranda Bhuyaththavaa 7 
Kamnai Mazhai pozhiyum Kanda Kumara Gumpara 
Mukunda mamga Muruga ena Niramdu 1 / (Ninnngun) 


13 


SnANUU*»A APRIL 2000 



14 


SHAMWt/KHA APRIL 2000 


Y'isit of the Sankaracharyas of Kanehi Kamakoti Peetham 


* 


Sankaracharyas 

"Jaya Jaya Sankara, Hara Hara Sankara 0 , from Navi Mumbai to Napear. Sea Read the solemn strains 
filled the air for over a penbd of fwo months (Feb March, 2000) when their Hotness Sn Jayedra Saras* ati 
Swamigal and Sn Sankara Vijayendra Saras* ati Swamigal graced the metropolis 

Kumbhabhisheka. Kanakabhisheka. Swama Mantapa Prabshta Samraiya Pattabhisheka Sahasra Kaia- a 
Pu/a, Homa , Vagna, Deepa Puja, visits to cultural educational mdustna. soc a orgamstions and mdividua 
homes - their ibnerary was endless 

All through they showered their blessings, gave Anugraha Bhashana and preached the lesson ofpea^ e 
brotherhood and Bhakti Marga Can there be a better Marga than Music ? 

When they graced the renovated Shanmukhananda Halt (on ^eb 14 2000) tf>e students of the Sangeet a 
V'dyalaya presented Paramacharya's Benediction of Universal Brotherhood, harmony and peace 'Maithr 
Bha/ata " in a tn lingual (Sansknt. Tamil and Marathi) rend' ton 


Shanmukhananda Sangeetha Vidyalaya students rendenng Varthnm Bha/ata 
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Rharata Natya As Portrayed in Paintings and Sculpture 

By Dr. R. Nagaswamy 


T hat dance was well codified and assumed a highly 
classical form in the Tamil country before the Chnstian 
era (over 2000 years ago) is evidenced by innumerable 
references in the Sangam classics Among the celebrated 
seven donors (Kadai Elu Vallals), Valvil Ori of Kolli hills 
was included as one of the "liberal donors seven* because 
of his patronage to dancers and musicians He himself 
was a great connoisseur, who listened to a Vamam sung 
by a Pana and Virali, rendered in 21 Tanas (called Turais), 
(Purananuru 152). This valuable information is furnished 
by the poet Van Pamar. This highly developed art of the 
age, however, has not survived in any visual 
representation, whether in painting, sculpture or bronze, 
assignable to the Sangam age 

All-Women Fare 

However, the classical form of dance is luckily well 
illustrated in the bordering areas of the Tamil land, at places 
like Amaravati in Andhra. The Buddha Chaitya, called the 
Mahachaitya, at Amaravati, and which came into existence 
in the times of Asoka, and embellished with sculptures 
from 3rd century B.C. to 2nd century A. D., portray a 
number of dancing scenes, both solo and group dances, 
specially by women (Pic 1) 



A dance panel from the Buddhist Chaitya, 
Amaravati in Andhra Pradesh no* in the British Museum 

The Angaharas. Chans, Hastas, and the grouping 
pattern as depicted in these panels are remarkable For 
example, a panel depicting four dancing girts, in the scene 
of Mallas of Kusinagara, deliberating to distnbute the relics 
of Buddha to eight directions The pattern and the rhythmic 
balance, depicted by the four dancers, would leave no 


one in doubt about the highly classical form of Natya 
obviously based on Bharata's Natya Sastra. The panel 
found on coping slab, with inscnption. assignable to 1st - 
2nd century A D is now preserved in the Madras 
Government Museum It is perhaps the best illustration 
among the early portrayals of group dance in Indian 
sculpture Another panel, also from Amaravati. now in the 
British Museum, London, depict a lovely solo dancer 
performing dance in the presence of royal ladies. In both 
the instances the dance performed is the 'iasya' form and 
may be seen in the suppleness of the limbs, and bodily 
pose Another point of interest worthy of note is that all 
the accompanying musicians are \wmen. playing on flute, 
two harps. Idakka and cymbals The vocal music is also 
provided by women. It may also be noted that the place of 
Mndanga is taken by Idakka The Buddhist sculptures of 
Amaravati provide a mine of information on the nature of 
dance in the beginning of the Christian era The 
succeeding penod is illustrated by the sculptures of 
Nagarjunakonda in Andhra region 

A Landmark 

The Nagagunakonda age corresponds to the age 
of Silappadhikaram in Tamil Nadu It is needless to state 
that Silappadhikaram furnishes the best of data on dance 
in the chapter on "Arangetru Kadai’ in the beginning of 
the 3rd century A D This penod is a landmark in the history 
of Indian dance, for the earliest composition of "Jati" for 
dance composed by Vannaka Sattan, son of Devan and 
mscnbed on stone, is assignable to this penod and it is 
found on a rock-bed in Tamil Nadu in a place called 
Aranattarmalai. near Erode in Coimbatore Distnct There 
are two compositions of "Sollukkattus". inscribed in Tamil 
Brahmi scnpt. assignable to this age, which are the earfies: 
compositions found in whole of India, intended for dance 
Unfortunately no sculpture or painting illustrative of this 
age has come down in Tamil Nadu 

A remarkable group of sculpture, found m the 
Tantonn Isvara temple, Kanchipuram assignable to ftie 

5th century A D are in the tradition of late Natagun.Aonda 

school They represent, both men and x*omen m d-teer 
dance poses That they are distinctly dance panels- ay 
be seen from the manner of depiction In a number of 
cases the dancers are seen holding scads and .lancing 
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in some panels only woman are seen dancing wtule in 
omefs both man and women as couples dance However, 
would be difficult to say whether the dances depicted 
we classical forms or folk. being in all probability the latter, 
though the dividing line between classical and folk forms 
ooufd never be strictly defined 

Science of Dance 

The 7th century is the age of Bhakti movement, 
spearheaded by Savite Nayanmars and Vaishnavite 
41* *5 Pointed references are found to dancing girls of 
great beauty performing dance in the temples dunng daily 
M* s and annual festivals It is the period the great Pailava 
Emperor. Mahendravarman I the outstanding artist of 
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Incidentally, if is the earliest musical composition-a veritable 
treatise, found in India, inscribed on walls. 

The beginning of the 8th century saw the 
construction of the Kailasanatha temple, also known as 
Rajasimheswara temple, Kanchi.(Pic. 2) The remarkable 
sculptures of Siva in his vibrant form of dance, the 
Samhara Tandava and the competition between Kali and 
Siva are portrayed in sculptural forms on the walls of the 
temple The beautiful forms beneath a thick coat of lime 
plaster are now emanating in the true forms and illustration 
after the removal of the ugly plaster. The verve and vigour 
with which dance was performed in the court of its builder 
Rajasimha is seen here. At the backwall of the sanctum 



• e ' m Xulp,ure 01 dance Messed b y P arvall lhe K , — 

musrc and dance and .he mven.or o( Sank.rnaiah to JL ^llasanatha temple, Kanchi. 

composer o. .he two dance dramas - Malt J asa *'d h, JSS °' S ' V3 ' perform "3 Tandava 
Aa^ana and In lhe introductory sloka h,s legs ,n si .? T Nandlkeswar a. also dancing with 

,he still a matter of Sfif ^ C ° mp ° si,ion of 

II ts of tnferesl to slate that dunng (hit penod the Tho , 

long inscription of musical composition composed bv “ - amous 9 rou P of temples and ^ . , 

Paramamaheswara Gunasena was inscribed on thl .h to PUramalsowere carved bvR a d SwU,p,ures al 

«one walls of the rock-cut caves at Kudimiv^rr <-* 0,h «f title Mamalla Oneof th/ ,asimha - who had 
Thirurneyyam in Pudukkoffa. district. Tamilnadu* 3 3ma,,apuram r «ters to Sage mJSE ** ,nSCrip,lons 
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A sculpture on the wall of the Dharmarajaratha, the 
great monolith, shows Siva teaching dance to Sage Tandu, 
which is a Bharatan tradition The reference to sage 
Bharata and also the science of dance taught to Tandu 
should be viewed in the continuing tradition of Bharata 
Natyam in the South. Again, the portrayal of Siva teaching 
Tandu dance is perhaps the earliest representation of the 
theme in India known so far 

'Bhava' in Fresco 

In the South, the Pandyas were rulers with their 
capital at Madurai, in the later half of the 8th century A 
cave temple was excavated at Thirupparankundram by a 
minister to the Pandyan emperor, wherein Siva performing 
Chatur Tandava accompanied in dance by Sapta Matas, 
is found carved. It is a representation of the Pandyan art 
In sculptural and epigraphical representation Sapta Matas 
accompanying Siva in his dance are frequently referred 
to. 

The best illustration of dancing girl, with full of 
Bhavas is found on the pillar of the excavated cave at 
Sittannavasal. (Pic 3). 



(Pic 3) Painting of a dancing girl found on the 
pillar of the excavated cave at Sittannavasal. 
Pudukkottai distnct Pandya penod 9th Century A D 
The fresco executed under the orders of the 
Jaina Saint, Ham Goutaman, in the reign of Pandya 
Snmara Srivallabha (9th century) would show that 
the Jains were not lagging behind in extending 
patronage to dance Known for its sinuous lines, 
sober colour and graceful delineation, the fresco, 
though partially damaged. 
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illustrates emphasis on facial expression in dance and the 
supremely delightful hairdo of the age 

The Great Age 

The 10th century witnessed the great temple 
building activity ushered in by the Imperial Cholas. mainly 
by Aditya Chola and Parantaka The temples, though 
moderate in size, house elegant sculptures and in many 
cases, as in the temples of Nageswara at Kumbakonam. 
Koranganatha at Snnivasanallur and Siva at Pilla Mangai. 
the sculptors had mastered the portrayal of feminine form 
and had carved some of the most outstanding sculptures 
of dance found as bracket figures and Chown bearers A 
fine panel of a dancer accompanied by musicians from 
Thirucchinnampoondi, now housed in the Rajarajan 
Museum. Tanjavur is the best illustration of a dancing girl 
of the 10th century A. D 

When we move on to the beginning of the 11th 
century, we are in the greatest age in the history of dance 
History is created in the Great Temple at Tanjavur. built by 
Rajaraja. the Great Built around 1010 A.D., the temple 
stands significant for the history of dance in many ways 
The inscriptions on the temple record the endowment 
made by Rajaraja for 400 dancing girls and nearly 64 
accompanying musicians, who were to perform dance in 
the temple, daily, as part of Nityapooja The record also 
indicates several great centres of dance in Tamil Nadu 
from where these dancing girls came to Tanjavur 



(Pic 4) Sculpture of Natara/3 Tand*> amudh V 
m the Great Temp/e ofGangai Konds t *o****®™ 
of the age of Rajendra ChoJa, im Century A D. 
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,, [ PlC 5) Fr **co of a dancing y , 
the Brhedisvara temple Tan/ore of i 
Rajaraja Chota 1000 A D 
L The 12"' century witnessed the buildli 
™all the four sides of the Nataraj 
^■mbararn In the Gopuras are portrayed 


embedded In 
Cholo ponod 


0 ' Kumboshwara 
century A 0 (Pic 7) 
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Each Karana is not only labelled but also numbered 
Though brought from a different temple and built into the 
Gopura nearly 500 years later, the builders have taken 
care to arrange them in a sequence, indicating their 
understanding of the science 

The 13th century representation could be seen in 
the Siva temple at Tribuvanam built by the Chola King 
Kulottunga III. Also the Pallava Chieftain Kopperunchinga, 
who called himself 'Bharalam Vallan' had left dance 
sculptural representations in the temples he constructed 
at Sendamangalam 

The 14th and 15th centunes witnessed the violent 
incursion of alien faith that disturbed the rhythm and orderly 
life and growth of the native arts How this disturbed and 
how far the art managed to survive is yet to be studied 
critically. 

Revival of Arts 

The beginning of the 16th century saw one of the 
greatest rulers of India, Krishnadevaraya. the 
Vijayanagara Emperor (1509 to 1529) The great building 
activity like the tall Gopuras erected at places like 
Kalahasti, Thiruvannamalai. and Kanchipuram, the literary 
and musical efflorescenes, ushered in by the great ruler 
saw the revival of the delicate art of dance The foreign 
travellers' accounts testify to the personal supervision and 
encouragement given by Knshnadevaraya to the art of 
dance. Thiruvannamalai Gopura built by him and the 1000* 
pillared hall in the same place carry sculpture of women 
dancing. Towards the end of his reign, three great Nayak 
dynasties rose in Tamil Nadu -Tanjavur, Madurai and the 
Gingee principalities. They extended the same patronage 
as the Imperial House. But a careful study reveal that the 
Tanjore Nayaks were the foremost to extend their support 
and personal inspiration to dance and music 



|P*c flj 4 dencei mth elaborate twaogear resemblmg modem • 

YhWiegana headgeai Nayak period from Th mmetveli Iftti century 
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The Nayaks of Madurai and Ginjee it may be said did 
not seem to have so actively involved themselves 
encouraging dance forms though we do have some 
reference to the famous Thirumalai Nayak entertaining 
his visitors to dance in his Natakasala It also accounts 
for the less number of dance panels found in the temple 
structures built by these rulers. Interestingly, the elaborate 
dance headgear as worn by modem Kathakali dancers 
and Yakshagana exponents are found figured in 
sculptures of this age in Madurai and Tirunelveli region 
assignable to 16th-1 7th centuries (Pic 8) 

The gradual incoming of Mogul tradition assimilated 
both in music and dance, as in other fields, is clearly 
reflected in the 18th century portrayals In Tanjavur the 
Marathas had established themselves around 1675 and 
brought in the Deccam traditions which flowered side by 
side with the regional art This was also followed up by 
the other principalities like Ramnad where, in the 18th 
century, the Salam and the Hindustani or Deccani dance 
tradition are seen by the side of the local tradition in the 
mural paintings of the Ramnad palace executed dunng 
the reign of Vijaya Raghunatha Sethupati around 1725 



Two dancing girls performing dance in the 
presence of Vijaya Raghunatha Sethupati Early 
18th century Mural painting on the walls of 
Ramalinga Vilasam. Ramanathapuram ( Pic 9) 

We have indicated in the above paragraphs that 

enough visual representations of dance forms a e 
available both in the sculptural and mural tractors A study 
combined with the literary tradition of the resoective 
penods, would give a great er insight » n l ° tf)e • ° r ^ ance 
and its evolution 
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Tyagaraja - His Philosophy of Devotional Music 

(What is Saint Tyagarqja's role in Music? Was he a poet, spiritual thinker, philosopher, mystic. Bhakta, or 
Saint? These find cm answer in the ennobling thesis below, contributed to "The Indian fine Arts Snaety 
Festival Souvenir " more than two decades ago marking the Saint's bhcentenary celebrations i 


I was doubtful whether after what Professor V 
Raghavan had contributed to a full understanding of the 
personality and works including his philosophy, in his 
excellent Introduction to the Spiritual Heritage of Tyagaraja. 

I could do anything more. Especially when I was expected 
to do something that does full justice to the Saint. I do not 
know whether anyone could do full justice to that great 
composer who was a supreme example of a Bhakta 
However, as one who had felt a duty to a Bhakta and 
having also talked on him once or twice, I tned to put down 
my thoughts. My procedure has been to start with the 
purpose which motivated the Saint’s taking to this Sangita- 
Yoga and then to point out how having selected the path 
of Bhakti-Dhyana he found Sangita developed Dhyana in 
a pleasant and ordinary way though this too demanded 
the technical know-how of musical compositions devoted 
to Divine union. His own experience of the ntual chanting 
of real musical hymns turned him away from that route of 
ritual non-music or just chant. Therefore his assiduous 
cultivation of Sangita with Sahitya blended in a neat 
alchemy of other disciplines. But Godhead has been found 
to be needed to help in the realisation of union, and this 
he found in Sri Rama who was also the object of adoration 
and union by Valmiki and Narada and later by other 
Bhagavatas, even those belonging to the philosophies’ 
schools. 

Inner Artistic Demand 

Thus Tyagaraja's philosophy embraces the 
Purushartha, the Hita and the Tattva, the Tattva having 
been discovered by the real and appropriate means or 
Pramana of Svanubhava arising as vision dunng the 
ecstatic raptures of song. This divine culmination is 
undoubtedly a result of divine grace As in everything mere 
technique or technical skill is not enough to bnng about 
spiritual union Much subtler soul-songs are needed than 
the gross techniques and no wonder we do not have as 
many saints of song as we may pray for or wish 


It is not usual to try to assess the philosophy of an 
artist or musician or of his religion A musician or poet 
does not attempt to set out a neat logical system of ideas 
in his works He does not seem to attempt to lay down his 
system of beliefs even by which his music or poetry is 
being governed or his compositions regulated There ar^ 
many who would refuse to state their musical premises or 
artistic rules. They seem to claim a kind of liberty for their 
outpounngs or creative expression or expenence Their 
immanency or self-regulation makes their compositions 
almost un classifiable 

There are however quite a large number of 
composers of poetry or music who seem to express the 
climate of their social norms but with a special genius to 
bnng out the best of the same Artists as a rule live for 
their perfect art and no philosophy or religious code is 
considered to be sacrosanct other than inner artistic 
demand In this sense we know that they set at naught ai 
previous rules and in fact their grand manner refuses 
conform to all ngid patterns that they or their social milieu 
has mhented 

This freedom of their spintual make-up has been 
at the back of their supreme individuality and their immense 
influence Their spintual nature has broken through the 
crusts of past and has blown a new intuitive breeze which 
has let in fresh air into a sophisticated atmosphere thal 
perhaps has made the past seem stuffy and oppressively 
perfect 


Therefore to wnte on the philosophy of a musician 
and poet who sought more the Reality than the form wb oj 
the master technician had been shaping the form to mou -- 
itself in the frame of Realty, is rather too onerous a tas* 
means nothing less than to mould oneself m the forrn.md 
Reality of that which had informed and inspired the Set 
Musician This none can obviously dam to do successMy. 
much less a technical philosopher whose term> anc i 


I am supremely grateful for this essay into Saint Tvaaaraia has been acclaimed 10 be one of 

Tyagaraja’s works again after several years when i was ^ seers of the Personal Godhead He is said 

much engrossed in other types of Yoga 
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been inflated by no less a personality than Ihe 
noarv saint N.vada the Orpheus ol Indian mylho'w 
r^h, hen Ihe Goal me Means and die Godhead. 
JtaU^.Muacof Devoton.and Sn Ramachandra 

Art and Divine Worship 
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is limited, the supreme sound Sabda-Brahman) arises 
on issues from the Brahmic Akasa. Thus Sangita which is 
having its source in it is capable of granting Moksha- 
Sangitamu mokshadamani. Thus the aspiration for any 
philosophy lies in its power or practical utility in granting 
liberation from Samsara. in removing the impediments to 
the realisation of God. 


That art is lor worship ol the Dtvme was almost ^ ^ ^ 


TIMM an » 10* wwwiy — ' Ro|e of SonQ 

Ihe primal concept of art Art was celebrated as a sacred "o.eoroo g 

work and that meant that art was an instrument Song bas been discovered by the ancient seers 
tora*penencinfl*heDiviw SculDture as ,hat which 9 rants freedom - and Indeed al1 real son 9 

a mannif aatoadam m u . movement reveals the Reality when it is used as a means to see and 

had this liber atinq purpose- it was a spintual movement 

• SS attaining Ssnjpya with God Music sung to 'eel Realty, its touch is something subhme and sublimating 
^penance the Ovm* Nature or eipress the glory of God »his sense Sangita or Music becomes a sort of 
is 490 capable of bringing about the Sarvpya As he put it communion or yoga. 

Sang/fa /nanamu sarvpya saukhyadame manasa. All art . 

of this nature which is restricted to escalating the This music w ^ en divine is capable of granting the 

experience of the form of God will bring about Sarupya triple benefits of Yoga (union with God), Tyaga 

Moksha or Siddhi As it is well known there are stages of (detachment of the world and Bhoga (enjoyment of the 

Mukii. Sanmdhya (presence). Samipya (nearness), Divine in all things)- Ragasudharasa-panamujesi ranjillave 

S&upya (same form) Saiokya (same vision or plane) and 0 manasa. Therefore he finds it the way of enjoyment 

Savuiya (Union with me Divine) It is a clear that Sri that is also the way of liberation. Though some seers have 

Tyagaraia holds tr.jt the art of music leads to Sarvpya claimed that the greatest of our thoughts or poetry is 

Moksha To gam the same form of God is undoubtedly a clothed in saddest thought, it is the view of the great Saint, 

great achievement It .s a great question for mystic Tyagaraja, following Narada and other eminent Hymnists, 

philosophy whether one can rest with it or proceed deeper that the greatest poetry and music are those which express 

to the level of union with God ( Sayujya ) their enjoyment of the Divine Form and Nature when their 

enjoyment leads to their emancipation here and now as 
Man is undoubtedly m a world of sorrow and to get well as fulfilment beyond. Not all learning will grant us 
out of .1 is freedom from it As a follower ol Ihe Vedas and intelligence -not all banditry will help us to attain liberation 

the Upan, shads Tyagarata finds lhal Moksha is Ihe goal 

^ksha even whilst alive here Sam. T ya ga raj a realises that as is .rue with the 

(e/iva/m hnw ? P c u' GurU (Guruleka etuvanti gumkini 
But this Jivanmukti means the freedom from all the leach the methods 3 Compelent Guru musl be able to 
raga of the world, all attachments to the world and constant perfection Tr ° S ° n9 3nd lrain hls disci P le towards 

remembrance of God who i, known" Ihe Sumeme T ** Son 9 15 -y important 

whose body ,s Ihe Sky (Akasa) and who I, essential a science and an aSl? ( ^ ^ Yoga 15 b °' h 
Cinmaya consciousness What the woridly people call as undertake the ' here,ore a " and sundry cannot 
Cinmaya is really the Brahman who has the Za a, H » an adept Tvana", l 3 '"'" 9 8 " d educa "°" becoming 

nixh — -** - -c: i 
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are some who consider that Svara Sastra is a science of 
breath or Svasa-Sastra This must be distinguished from 
the Nada or the Sabda which anses from the primeval 
Pranava, Omkara. - it is the Breath of breaths which is the 
Word of words A philosophy of Union must be steady in 
the technique 

The mind is expected to become steady It must 
attain peace. It must become Satta-Citta, getting nd of 
Tamasa. dark and idling condition, and it must be devoid 
of Rajas and become desireless for everything other than 
the One Supreme Reality. That Reality must be the abode 
of the Dharma What is the path to that except Dhyana- 
steady and continuous or uninterrupted meditation on that 
Ultimate Reality, which is lovingly described as the 
Mahapurushaprema. Devotion to the Ultimate Personal- 
ity or God is that which grants pleasant remembrance, 
which increases mental tranquillity. As he has beautifully 
put it ; 

Santamuleka saukhyamu ledu 
Even though there be wealth, wife and children, 
even thought there be wealth of Japa, Tapa. 
even though one has mastered Agama, Sastras 
all and knew their heart-doctrine. 
Even though one has performed well the Yagas and 

Karmas 

Even though they get name as Bhagavatas (godly 

ones) 

Yet if there is no Santi (peace) for him there is no 

Happiness - (Saukhya) 

This peace can come only through Dhyana of the 
form of love for the Ultimate Personality of God This is 
the essential core of Bhakti-Yoga Dhyaname 
Gangasnanamu exclaims Tyagaraja which induces the 
peace that passeth our understanding In his song Sukhi 
ewaro he reiterates his conception of true happiness* 

Basis of Dliyana 

Dhyana has been explained by Dhyana-Yogins as 
well as Bhakti-Yogins as Dhruvanu-Smarana- steady Of 
constant remembrance; *Smarane sukhamu and he holds 
that Rama-nama is the best for remembrance This is the 
development of Bhakti as Nama Siddhanta 

Smaiane sukhamu Ramanama 

Vaiudai buftmanduku Nama Smarane sukhamu 

Vaia-iaiayogamstulau -yank anaiidam andetatlu 

Ramanama sravanamwaHa Ramanamame 

htadayamu-mndi 

Piemabuttacayagaleda 

Niskama Thyaqwatu tayu nama smatan a sukhamu. 
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(The Happiness that is attained in the heart by 
the Rajayog.ns who follow the path of Dhyana is verily 
that which is attained by the Bhakt.-yogi whose heart is 
filled with the Name of God and produces love 'or the 
Ultimate Being.) 

Para*Tattva 

The great Saint realises that all learning and other 
religious practices which inculcate yagas etc , only make 
men goats of sacnfice-herem echoing the words of the 
Sage Yajnavalkya -pasureva sa devatanam. The trench- 
ant criticism of men who make themselves just animals of 
the Gods He himself has done all these praises of men 
for getting rid of the tnple misenes till Ihe discovered that 
Rama is the Ultimate Tattva which can release one from 
the tnple misenes-Adhi-daiva, Adhyatma and Adhibhuta. 
The fundamental means or the Ultimate means to save 
man is the knowledge of the Ultimate Person who can 
save-this has been known as the Para-lattva not what phi- 
losophy knows by it as the most abstract ground of all 
existence 

The Divine in fact incarnated as Sn Rama 
and other Avataras just because people have been 
confused by the practices to which they had been 
led by the earlier doctnnes 

0 mind' why dost thou not listen to me 

who will tell thee ail the secret truths. 

When those who had adopted the practices 

of the Karma-Kanda (Yagas and yagnas) and went on 
acquinng the sorrowful **>fkJs and got tired 

He who descended amongst men is verily the Divine 
who has to be adored 

Manavyalakincaradate 
Marma me! I a delpedane Manasa 

The uttenng of His name alone can be the means 
to happiness 

Speaking about that Divine Descent as the descent 
of the Ultimate Reality he speaks the language of supreme 
spintual understanding embedded in the Upamsad- 
mahavakya (Tattvam asi) 

Tallvameruga tarama paratattvamerugs 
trama lattvamasi yane vakyadhamu Soma nnanu 

paratattvamervga tarama 
Tamasa rajasa gvnamjia 

Is it possible to realise the truth" 

Is it possible to realise the great twin that *** 

meaning of the great affirmation ' T M TK ^ J - 


A Sukhi ovvar Ram* namasukhi ewaro sumukht avvnrv 
Sntyamu tappakn sakaia tokulaku brlyudai daiva badhamulaka 

Nitynmama susvaiamuganamuto naantawnw Tyaga'a/anuta r>efwe*n gods a no 

Oho happy man t» on* who is wHI -disposed ©leaving to Truth serving the people without amaftammg 
singing melodiously the eternal songs unceasingly ) 
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is »i ;<ossiW»? tof one so long js 000 is caught up in (fit? fo him . 

^ Rajas,! Guoas fo realise the truth of 

Jnanamosagarada Garudagamana vada 

• i : 


** ru 80* and ***** Gunasfo re w ' Jnanamosagaraaa oaruoagamana vada 

Ni namamuce na madi nirmalamainadi 

Here we have one of those interpretations of the Paramatmudu jivatmudu 

Vtofcc Mrftevrtya m line with the deepest mystical insights Padunalugu lokamulu narakinnara kimpurushalu 

not to be explained by the intellect Naradad 1 munulu 

. . Paripurna ! niskalamka f niravadhi- 

Having the expenses of (he world as false m my . suk hadayaka ! Vara Thyagarajarcita ! varamu 

youth says Tyagaraja and having seen men who had Tanane jnanamosagarada ? 

studied the divisive vadas (systems of philosophy) of the 

VMa Sastra. and Purana. and without emancipating 0h Perfect One ! Oh the immaculate I Oh 

fcameetos from Illusion and having seen men who for the er P erenn ' al supreme bliss Now that my 

the aafrt of Shoga (experience) running after the kings pu h r . ,fied by ,he f anl,n 9 of y° ur h °'y 

who perform sacnfces and bred. I have m this life-time JJS? ,, *2L m!» S . me HIh ^ d ? ne w,sdom 

" . wf1ich W' 1 enable me to realise that am mv<?Pif 

darned l« toy cannot enp> "tout making Theethw Paramaima Jlvalma |he fourteen ™ e " 

Here he has found mat the most important thing is species of inhabitants thereof and sages i ke 

to get to reconcile oneself to the constant remembrance Narada ' (C. Ramanujachari's translation! 

of God through song, that is loving, enlightened and sweet 
m technique as well as in emotion 

T This experience of the Oneness of all existence 

fi«i ¥ T eVed M °° dh * Bhak "' on any bolh or 311 ,he "-ascendent and immanent, chit and achit ' 

GodHe was praymgtor that discernment which will is an experience sought after in the Upamshads-as 

choose to nwrship the One Supreme Being who combines Sarvam khalvidam Brahma 

fie best features ol the several Gods. 

Evaran, n:mtymnn nmnetlu ndhmcmra His own P r °blem is what it is for most Advaitins 

Suguna and Nityarupa " h p e p l . h n ® r ss Dvai,a 9 ran,s happiness or Advaita grants 

or n Jit? !TZ h3Ve “ ley de,emiined Th * Nature ^aitamu sukhama advaitamu sukhama 

or personality, as Siva or Madhava or Brahma or „ 

d ;i ec,ly essays to determine the Preference «o Dasa Relationship 
Ultimate Pwsonality otCoj For the sant there was hardly 

hi£l9?T ri y ®S2S3 * ^aSin d a.t l0 sp; rt C ing self^he 

sssssssr— saasassssa? 

aeas 5 

Ih his famous soZ ,omvNl,ya Rupa Dvaila-Bhava his differed ^ h ' S ' readm9 the palh of 

naducara? he has express^T.m^T^Mmoug™ dePe " dS U " edy ” ^ ^ ^ °" Wh ° m ** 

HlC nuin er\r>r> u ._ , 


sS Ss ^s^ss -.ar--—— ™ 

ItEsszxzzx . -I L « 

* the word Suoune nor S. 0 un. .nlrmellnn God h ~~ nearer to the 

24 * Bh «Oev.d Sed.guna, 
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conception of the One Divine in all-the One and only God 
who is in fact the self of all gods. 

His aspiration to serve God-this one and only God 
or monotheism that does not deny the indwelling Oneness 
of the God in all realities is seen in his song 

" Bantu riti koluvya vayya Rama’ 

•Pray vouchsafe to me that I may serve you 
as a true servant who has completely subjugated 
lust, arrogance, haughtiness and other evil qualities 
a servant having the following insignia Hompilated 
hair as the armour, the appellation Ramabhakta as 
the metal badge of the livery. Ramanama as the 
sword' (C Ramanujachari's translations) 

The goal of most Bhaktas is to become the Dasas 
of God, slaves of God, this is the fifth Purushartha so to 
speak which is known as Kamkarya. This involves the 
experience of inseparable dependent relationship 
between the Svami or Lord and Sevaka (servant). 

The glory of being the servant of the Highest seems 
to him to be greater than the glory of being identical with 
Him. Here is a Godhead and Master who indwells the 
hearts of his devotees and servants and is their very self 

Tyagaraja's two songs on Sri Venkatesvara reveals 
his experience of the Divine Lord as He who is the 
incomparable Master (Svami) who has taken residence 
in his heart-lotus when he became absorbed in the song 
sung by him. God indeed gave himself up to the singer. In 
the more famous song the Saint speaks about his 
experience of the veil that hides the Divine which he prays 
to the Lord to remove, almost echoing the prayer in the 
Isavasyopanisad 'Hiranmayena patrena satyasyapihitam 

mukham, fat tvam pusan apavmu 

* Teratiyaga rada nalom Tirupati 
Venkataramana matsaramanu. ..." 

He assures the Divine Lord that he has adopted his 
Mata (nimatamu nanasarinchma'. the Panpuma Bhakti marga 
(ref Song Panntuvo palimpavo ) 

The necessity for the experience of the divine grace 
seems to be paramount and all the songs are in a sense 
a continuous soulful melodious Dhyana of the Lord Even 
the knowledge of song or Sangita-jnana is something that 
has to be God's gift (dhata-raya-vefera) not by mere study 
nor intellect could one have this gift of song It is the grace 
of God that in fact makes for deliverance 

It is true that though Tyagaraia was solely devoted 
to Sri Rama even of the Ramayana. he did realise the 
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truth of the other Divinities, like Ganesha or Ganapati, 
Shadanana (Kumara). Lord Siva, Parasakti and Raja 
Rajeswan and others It is seen that he beheld in all the 
One Divine for he has also sung about the Supreme Being 
in all the trinity and beyond also 

In his song he reveals that he has 
appreciated the divine as having several forms 

In one form thou protected, m another form thou 
rulest in a third form thou merely sees! ‘ Is there not in 
Thee a whit of bliss granting in Thee 0 Lord 7 ' and 
concludes that all trie three venly are bliss-granting 

(Oka rupamuna brochi, oka rupamuna nechi. oka 
rupamuna /ucuchichuntiv 1 gam sukha-dayaka suntama leda 
ak Blank a Ty agar afar -at a car an a ) 

Dedication through Prayer 

The philosophy of real theism demands the total 
dedication of the individual to the service of God through 
prayer and song seems to be more appropnate to perform 
this prayer It is only when prayer becomes a ritual that it 
becomes stereotyped and mechanical The heart must 
well up towards the Divine even as the Divine gets 
absorbed in the song of the devotee. 

The one boon that the individual soul heartfully 
could ask of the Lord is when He indeed appears to take 
it into His protection Saint Tyagaraja in fact asks ‘What 
boon can I ask of Thee 0 Lord? and answers If the royal 
path of devotion is vouchsafed to Tyagaraja that will be a 
real tnumpth for him', knowing as he did that several 
services were being performed by great devotees of the 
past, like Anjaneya, Satnjghna. Lakshmana and Mother 
Sita 

The practical Vedanta, so to use the phrase of 
Swami Vivekananda. depends on the worship of God as 
the One in all things. Gods and souls The theoretical 
Vedanta may mean monism, a matter of traditions 
affiliation thanks to being bom in that persuasion The path 
of devotion enlightened by Jnana (that the Divine must be 
known as recognized as the one sole object of one's life 
by which one gains deliverance and permanent 
happiness) and Vairagya (renunciation of a othe- mew' 
and ends) is Puma-Bhaktimarga The manner of 
is Dhyana through Sangita (melodious and *eii-dist>r 
singing so as to make even God enraptured 
devotees' song of love). 

The singing of the Divine is the surest n 
winning the Grace of God wrfuch in a cone «r ltnc • emen 
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develops Bhakti into Jnana and VSiragya and thence 
to 0hakt> and Jnana This concentricity is evident in the 
almost repetitive songs in different Ragas. one theme 
van#) ated by the different Ragas which express different 
emotions suitable to enhancing the love of God The basic 
philosophy of love is now subordinated to the out-pouring 
pf the speech of surrender and love and dependence on 
God tyaQjraia fulfils the needs of the soul that almost 
starts from utter desolation through the cry of anguish 
towards the triumphant claim of attainment of the 
Ramabhakti Sanwajya So much so the Jivanmukti ideal 
which is placed before the Advartm as the necessary first 
step towards the final of Videha-Mukti is more concertedly 
realised through this experience ol freedom from the 
delusion that one is one's body This he has expressed 
beautifully in his song Vanasu svadhmamama ye 
ghanunki man mantra tantramu lela? Tanuvu tanugadani 
yenguvanrki tapasuseyanela ? 
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(The only cure tor this Is not barren philosophy 
ol Salta or asatta. but the bringing down the real Satta- 
Godly name by which we can be diverted to the path 
of good people, avoiding and being into the very life 
and tissue of every human being.) 

Sangita Ramayana 

The philosophy underlying this is the practical 
method to be adopted for the incoming of the divine into 
the individual, and Music or Song that is devoted to the 
Divine, calling to the Divine and offering oneself in all one’s 
parts to the Divine and the Divine only. This to Tyagaraja 
cannot be the Absolute Divine or the transcendent 
Godhead of the Advaita metaphysics, but the practical 
idol of the incarnate divine-which the Agama propounded 
by Naradaf Narada-bhakti sutras and the Narada 
Pancaratra) inculcated. This is the religion of Devotion to 
the Personal Godhead, especially of Sri Rama, the 
incarnation of Vishnu. In the song he seeks refuge in the 


(*w»at need a there for mantras and tantras to Divine " Saranusarananucu moraliditira". He mentions the 
one *ho has controlled h« mind? What need is there for Ramayana episode of Kakasura which is referred to by 
T«* .0 one iw known iha. h« body ,s no. he?) , he Srj Va ishnava theologians as a classic example of 


Those who are deluded by the notion that they are 
their bodies suffer from the greatest delusion The 
knowledge tha' God's love is all that is needed makes one 
abandon dependence on Mantra-diksa and Tantra-diksa, 
for which almost all people are running about from saint 
to saint Tnat does not mean that Tyagaraja does not 
thin* that the Ramamantra is not necessary Indeed a 
meaningful constant remembrance or singing of the name 
of Rama is very necessary for evoking the love of God 
and God s love towards man. In his own personal 
experience he had to the full the divine reciprocity of love 
which made his life an epic of devotional song, comparable 
to the earlier tradition of singing as the way of love of God 

As he puts it 
‘RamabhakU somra/yame 
rvanavmakabbeno manasa 

Amaanavula sandarsanam atyanta brahmanandame 
tlagam vivanncaTenu 
Chala svanubhavavedyame 
Uiasrsta /agatrayamane koiahala • 

II is a mailer lor personal expenence-this sovereign 

reign of Rama bhakti which is comparable perhaps i 0 ihe 

Ramara/ya In a world where the real existence is not 
available 

L "Salta lem dmamu vaccera 

Sattamatrama sacatlasay, sakala nllaya davaisatialon, 
vaccera)' 

^/Akpei ts o/ Bhakti (Mysore University) 


granting refuge to the man who has sinned against Mother 
Sita. The other examples are of Vibhishana. The Srimad 
Ramayana has been acclaimed as the Saranagati Veda 
by these theologians and no wonder Sri Rama became 
the Ideal Purushottama for purposes of worship and 
surrender to the great musician saint. In fact, the whole 
sum of Songs could in a sense be arranged to represent 
the entire Ramayana-as Sangita Ramayana. 

Bhakti Sutras 


ne bhakti sutras lay down the worship of the 
Divine as compn si ng Kirlanam, praise, Sravanam (hearing 

S Padasevanam . Vandanam, Dasyam, Sakhyam 
amvedanam, Kanlam and Tanmayam' Tyaqaraia has 

Sr 10 ,h6Se S,6PS ,he 

ertormed jr 9 , 0n Narasimha he s,a '« that he has 
worship ol his feetTw ; | hlS COnslant re ™embrance, and 
nivahchelimi m <NlJapamu ‘ niSmarana. niPadapuja, 

SS cS ^ dayase y u > These are 

daily Grhaslha worship ' q® 5 uplheArcha (image) for 
realisation lhal the im ° deve ops ,he Peculiar 
image but a living D , P J ' S |usl a s,one or metallic 

common, cale and develop SakhTabh ° ne T ' a ' k a " d 
•cons also *d this m a larger scale faMh' r ® ' emP ' e 

or area, but Ihe small home COmniun,l V 

important lhan ihe lemole h3S been n0 less 

and knew Iheir oneness ^n Art V ? |a vwrshi PP ed bo, l' 

^~_|nAd^ a . the lranscen(Jen| , he 
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creator, the Avatars, the Antaryamins and the Archas are 
indeed One appearing for the sake of the devotee in five- 
fold or in fact mynad ways None of them could be deemed 
to be illusion, and indeed the entire sum of songs of 
Tyagaraja do not lend colour to the impression that he 
was placing any importance to Maya-as the philosophic 
differentia of Advaita He mentions that the whole world 
may be considered to be Lila. 

He mentions that those who cannot steady their 
minds have created the net of Maya and seek freedom 
from it (Manasunilvani varu mayajalamu jesi mari 
muktigoranaune?). 

Mind is the Enemy of Freedom 

"Manaeva manusyanam karanam 
bandhamoksayoh' Mind verily is the cause of both 
bondage and freedom When the mind is directed to the 
contemplation of the Divine and gets absorbed in the 
Divine and in turn is filled wholly by the Divine, then 
freedom results. To know who and what is Divine is the 
first step: this is knowledge, to meditate on the Divine as 
the sole object of one's mind is the second step; and this, 
in the opinion of the school of Narada. to which Tyagaraja 
belongs, is achieved through singing of the glory and life 
and perfections of the most puissant personality. God as 
Avatar in the personality of Sri Rama and Sn Knshna 
Indeed Sri Krishna Himself had taught the path of song to 
attract the souls to Him, similarly the soul can attract God 
through song. 

As Tyagaraja himself says that song whose object 
is absorption in God is divine as contrasted with songs 
devoted to praising or describing the human beings, even 
emperors. The human soul is like a calf to the Divineand 
as he remarked even like the cow going after calf, the 
Divine is going after the souls However, one must seek 
the abode where there is neither birth nor death (puttu 
cavu leni tavu teliyaka pogaderu), but men sing naught of 
that abode but transient places-even in Svarga Sn Rama 
is verily the form of Moksha (Moksarupam) for Tyagaraja 
Without devotion song is meaningless, and purposeless, 
poetry itself becomes just weavings of poetic fancy - \Miich 
in the language of Plato one must banish from every city- 
state As he put it, his philosophy and technique of music 
is simply to attain the abode of Sri Rama knowing it to be 
his love-breath Not the study of the Veda, not friendship 
or company of rulers, not the attainment of Siddhis to rule 
the world, nor yet the getting of enjoyment ’None of these 
are attainments of abode-only Sn Ramuni tatt\'amu . 
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teliyani dokapadavaT (It is an attainment or abode which 
knows not the supreme meaning of Sri Rama). As Sn 
Krishna in the Gila has stated : (XV 1 6) 

Yo mamevam asammudho janati purushottamam 
sa sarvid bhajati mam sarbhavena bharata 

(•He who undeluded thus knows me the 
supreme Purusha. he all-knowing worships me with 
his whole being. 0 Bharata.* ) (Sivananda s 
translation) 

Narada Sampradayam 

It is clear that Tyagaraia has followed strictly the 
Vedic concept of the One Supreme as Brahman who has 
indeed become incarnate as the Supreme lovable, 
adorable Being Sn Rama (and other Avataras. and powers 
or godheads also). He has followed the Bhakti as 
propounded by Naradha Mahanshi. and his school or 
Sampradaya of song to emphasise the sweetness of the 
Object of adoration in every sense, as it grants ultimate 
beatitude His acquaintance with similar Narada 
Sampradaya schools of Bhakti reveals the stric 
Bhagavata tradition in respect of the mode of life to be 
lived by a Bhakta. the Aradhana and the Bhajana in Sat- 
sanghas of worshippers He indeed was liberal minded 
and appreciated the songs of other great songsters as in 
his masterly song Endaro mahanubhavulu ..' Many 
indeed are the great souled ones or those who have maha- 
bhava or extreme love of God To all he offers his 
salutations 

Though the Saint had seen persons entenng into 
strange or odd systems and becoming dissatisfied with 
them moving from one to the other he had become* 
convinced of the Bhakti as practised by the members of 
the Sn -natha-kula not for the sake of filling his belly, but 
as a direct means to self-realisation or the realisation of 
the Divine Godhead who can grant him freedom from an 
bondages, or the recumng cycle of birth and death 

The Bhakti realisation through continuous divine 
song was the expenence of the miraculous presence c 
God. his ready nearness at all times, the conversations- 
terms with ^tich the Divine, the Infinite the ranscr ^ * 

could bend towards the finite and the immj' e 
supreme felicity of Tanmayatva (trial filledness 
meaning to the phras e-bhedarahrtainana 
individual soul and the Universal Divine who is t * 
all This mystic phase of expenence obwou* y > - - • - ■ 
the scope of expression though no! beu r, J < '* 

( Svanubhava ). 
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Rescue of Music 

T/agsraia does nol reveal in his worts any 
awareness of the vast hymnal literature ol the Alvars o 
the Nayanmars who also are sari to have been singers ol 
the eternal though he lived in the heart ot Tamiln^ h 
* cunous but perhaps it can be explained by the (act tha 
the singing according to the science ol Music had not 
developed or was »n disuse, and furtht- singing or music 
had no! been cultivated as the means to self-realisation 
or reateaton of God Philosophical discussion and singing 
of Stotras seem to have been cultivated instead, and 
singing was left to the common folk But the common folk 

by and la^e fhe real core of a cufture and their training 
in the appreciation of Rasa of divine name and divine song 
was about the most important role that Tyagaraja played 
in changing the minds of men from jazz and other human 
music Dai vi Sampatti' can only be forged by the hearing 
of the Divine music, even as the secular music is being 
currently encouraged for secular business As Milton has 
said fallen on evi: days and evil longues' Music was 
rescued to its divine role by Saint Tyagarja But this 
direction ts what one has to plead for again in this age 
when Kali is endeavounng to raise its fanged heads. 

If the great Muse. Prometheus stole the fire or 
poetry or song from the gods so that man may enjoy the 
dei>gh»s of d«vine music, it turned out to become humanised 
poetry where instinct stole the thunder of the divine 
intuition and turned poetry into social or natural medium 
or praise of the mere human and his relational being Thus 
when divme music instead of being the linking up of the 
human heart with the Divine, a kind of sublime Yoga or 
sublimating Yoga, became the humanised expression of 
humanised anthropomorphic Rasa-alankaras, then it has 
stepped from the high function as Yoga down to just 
enjoyment (Anubhava) This is undoubtedly a degradation 
of the Rasa as Brahman to the level of Alankar.karasas 
This is perhaps pardonable insofar as the other of the 
relation is God But when that other is also reduced to 
human proportions and d.mens.ons. then Rasa develops 
Rasabhasa-failure of rasa 

Saint Tyagaraja .n his Song-Yoga (Sang.ta-Yoqa) 
has tried heroically to remind his audience that true sonq 
is (hat which is devoted to singing to God. conversing with 
God for the sake of union with Him In this he was but 
carrying out the ancient tradition of the seers of song and 
poiilry not to sing of aught but God and God alone Not 
only does it reveal his spiritual purpose and direction but 
also the austerity of his one-pointed devotion. All Ragas 


4 ’ lead to Him from him out of love they flow out to Him. As I 
said earlier, God taught man how to attract the souls in 
the personality of the holder of the flute, and Tyagaraja 
taught that song can also do well at the hands of saints of 
music or mystics of divine union the same function of 
bringing God towards man, the muse and the mystic. 

In a sense, since the words, muse, mystic and the 
almost misunderstood word mouse (Musika) which is the 
vehicle of the great God who was the writer for the foremost 
Kavi Vyasa, Ganapati, almost mean the same with different 
functions, we find that meditation, music, mystic aspiration, 
the secretive obscure and yet profoundly helpful in cutting 
the knots of the net of Samsara (as in the famous episode 
in Mitralabha in Panchatantra) are necessary for the yoga 
of union with God through song, which is seeking the 
mystic union with the Divine whatever the pattern of that 
relations according to philosophical understanding. To 
attain God first is the first goal, after that one does not 
bother to ask what the relationship is between God and 
oneself, as that is a matter to be decided after Yoga. In 
this sense Tyagaraja is the most practical mystic of theism 
we have had and his enthusiasm poured out to the 
common folk by hosts of his Shishyas still continues to 
inspire men towards union with God through rapture of 
song. 

Philosophy behind music 

The philosophy behind music is essentially to give 
freedom (Mukti) to the individual's essential nature as spirit. 
Thus the creative function of the individual comes about 
when it devotes itself till the adoration and conversation 
with the Ultimate eternally Free-Godhead. The technique 
of music, the shapes and forms of its notes and melodies, 
the Chandas and other aspects are undoubtedly factors 
which the other contributors to the study of the great Saint 
would do justice. 

One thing undoubtedly goes to the credit of Saint 
Tyagaraja that Music for him was the way to liberation 
(Mukti) both here and hereafter. It was not his purpose to 
permit its use to any other purpose. Indeed, he rescued 
music from both misuse and abuse and made it as sacred 
s h e ntual sacred music which almost lost its melody 

a hriH^T ^ 10 <he 0rdinary man Tyagaraja's music made 
secular 6 f en thG S3Cred ri,ualis,ic chant and ^e 
he d V nT a S ' C * e ? ymenl and ,hus res,ored 10 lhe one 

•its « s,r s ' ■ na 

to m u S Srr, h ' SSUPremeCOn,ribu,M : he brought 
crealive purpose which it had almost lost 
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Concept of Sruti and Its Application in Ragas 


By Dr. S. Bhagy alakshmi 

CTwentytwo Srutis' • what a magnificent role these microtones play in the music ot India the melody-based 
Raoa SanZl'Z concept ot Stub has been a subject ol perennial discussion and dispute "any a forum and 
Seminar has been held Varied interpretations have been made and reams wntten discussing on us compl > . 

numbers etc and books published - all in a highly techmcalised language A lew musicologists have made e oris 
to reach it on practical basis Vet a near acceptable formula is still elusive 

Here is an analysis ol the concept in terms ol Svaras figuring in Ragas more popular than rare and mat 
seems to make understanding ol the concept, musicalogically much easier However practical enunciation s a oge ■ 

_ r a J I » J' Pi ■ m mil*) CM \ 




The World of Music is an ideal stream flowing 
universally without any bamers This nver of music dunng 
its course gave birth to two branches, namely. Western 
and Eastern systems of Music (Occidental and Oriental 
Music). Indian music is believed to be nearly 3000 years 
old While Indian Music is purely melodic, and based on 
the pnnciples of Sruti and Laya. Western music is harmonic 
and rhythmic They are called melodic and harmonic music 
respectively 

Indian Music has Sruti. and Laya as its mother and 
father, "Sruthirmathah Layah pithah" It is impossible to 
think of our music without Sruti and Tala Both are 
inevitable and indispensable to our system of music Sruti 
is more important since it is considered to be the backbone 
of Indian Music It occupies a prominent role in bnnging 
out the characteristic features and individuality of Raga, 
compositions; and Sruti forms the basis for the Gamaka 
Prayogas and Svara Sancharas 

What are the Srutis? The minutest pitch that is 
audible and pleasing to hear to the human ear is termed 
as Sruti. It is the fraction of a semitone and is also the 
smallest audible difference of pitch The term Sruti means 
the ptich that is pleasing to hear * Srvyanthe ittv sn/thayah 


a single Sruti throughout the concert There are specific 
musical instruments designed mainly for Sruti 
accompaniment, such as Tambura. Sruti box etc. The 
tuning system m Tambura will be p s s s in Madhya Stnayi 
The pitch will be decided by the musician or the performer 
There are some other instruments wherein the sruti device 
is built in the instrument itself as in Gottuvadyam Sitar 
Veena etc The singer should adhere to a pitch in which 
he will be free to perform easily in a range of two octaves 
ie from Mandra Panchama to Tara Panchama Maie 
voice will be having a pitch range from 1/4 to 2 and female 
voice from 4 to 5 1/2 or even to 6 For singing light music 
or film music the pitch for both will be the same Female 
voice will have to adjust to the pitch of male voice for this 
purpose they use false voice Musicians generally use a 
pitch pipe-a handy divise to fixing their pitch. 

Theoretically, in our music, the Srutis mean the 
microtones, which give rise to Svaras There s a 
universally accepted statement that Svaras are seve 
Svarasthanas twelve and Srutis 22 Indian music “ 
accepted 22 Srutis and called them as Dvavimsathi Srutis 
Even though there exists difference of opinion regards 
the number of Srutis as 22. 24 32 48. 53. 66 96 etc Thr 
number 22 has been invented and proved scientificaii;. 
by expenments 


Sruti forms the foundation and basis ot everything 
in our system of music Many number of Srutis give nse to 
Svaras which in turn led to the emergence of Svara 
patterns, phrases in Ragas and compositions 

Pitch and Microtone 

The moment we speak of Sruti. we get the concept 
of Sruti as singing in unison with Sruti accompaniment It 
is highly essential that in Indian music we must adhere to 


It was sage Bharatha author ot Natyasas:ra w 

le vised the theory that there can be only 22 Saifs w a ■ 
>ctave He lived dunng the period between 2nd ce tu 
$ C and 2nd Century A D His authonialive wc • 
i Jatyasastra dealing with the Art of Dramaturgy 
ievoted special chapters for the descnpbon ot 2. > 

He invented the Dvavimsati Srutis t * * CI * ' 
jxpenements Bharata devised the 22 Soitis * • * ‘ 

,! me Dhruva and Chala V.na expenn^t Tr^tn^ ot 
he Dhruva Vina were kept constant for 
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jnd Sruti -eduction was made in the Ch* J 

the Stmgs By means or Ws ® x J^™i ^ts 
uy stage Bharalha came upon many theoretical tacts 

Scic net ol Musical Sound 

The expenmenl was highly systematic and simple 
ai fi'M Bhaiatha tuned the seven stnngs of both the Vmas 
io me notes ol Shad|a Grama the scale prevalent dunng 
. time As the ftal stage, he reduced (he Panchama string 
»f me Chaia Vina by one Sruti ie.. a Pramana Sruti 
r anging >t i to Madhyama Grama On companson, he 
(bund th* them existed one Sruti difference between the 
Panchama string of Shad|3 Grama with that of the 
Madhyama Grama Likewise he reduced the Panchama 
sting of the Chaia Vina six times After each reduction he 
found certain changes In the 2nd stage after reduction 
iratha found that the Gandhara and Nishada of Chaia 
Vina coincided wth Rishabha and Dhaivata of Dhruva 
v ma With this he proved that there existed a Puma Sruti 
Ri-Ga and Dha-Ni After the 3rd stage of Sruti reduction 
bv a Nyuna Sruti he found that there existed three Sruti 
ntervai betv^en Dha-Ni and Ri-Sa. In the 4th stage when 
ompared. he found that Dhaivata and Rishabha of Chaia 
vina coincided with Nishada and Shadja of Dhruva Vina 
He continued the experiment till 6th stage After the 
completion of the expenmenl he proved many facts : 

The relation between Svara and Sruti is the 
sar ** as that ol « 22/7 An octave consists of 22 Srulis 
or. r and they are distributed among the Svaras in the 
proportion 4 32 4 4 32 There are four Sruti intervals 
such as Eka Sruti Dvisruti Trisruti. and Chatusruti. 

Further E ka Sruti itself adm.ts of three intervals such 
i> Pramana. Nyuna. and Puma Two or more Srutis 
give use to Svaras wh.ch in turn led to the emergence 
of Svara phrases and Raga Each Sruti is represented 
m 3 values >e on the basis of fractional. v.b/sec and 

cents value An octave has 2 480. 1.200 value for the 
Srutis 

The evoluton ol Svara Saptaka can be traced back 
to the Vedic period In the beginning Vedic hymns were 
chanted to a single note and the style ot rendenng was 
known as Archika The monotony ot singing hymns to a 
single note was overcome by singing hymns with slightly 
raising and lowering the notes The three notes were 
named as Anudatta. Svanla, and Udatta. which later on 
became Nishada, Shad|a and Rishabha The concept of 
Sama Saptaka. i e . a scale having seven notes emerged 
*mng the Sama Vedic penod The Sapta Svara scale was 
’h'olved by the downward scale m g r s n d p ie 
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adding two notes above and below the three notes s r n 

The scale m g r s n d p was in Avarohana Krama 
When p d n was added above ’m’ the Archana scale was 
obtained, thus leading to the emergence of a scale of Sapta 
Svara in the ascending order s r g m p d n. The notes 
of Sama Saptaka was named Prathama, Dvitiya. Tritiya, 
Chaturtha, Panchama. Shashta and Sapthama. Later on 
these were called respectively as Shadja, Rishabha. 
Gandhara. Madhyama, Panchama, Dhaivata, and 
Nishada. 

In Hindustani music they are termed as Shadj. 
Rishabh, Gandhar. Madhyam. Pancham, Dhaivat and 
Nishad. These notes have equivalents in Western music 
such as Doh (C), Re (D). Mi(E), FO (F) Soh (G). La (A), 
Se (B). In Tamil music these notes were respectively 
known as Kural, Thutham. Kaikilai. Izhai, Uli, Villari, and 
Tiram The varieties of Svaras were obtained by adding 
the prefix and also by raising and lowering each note by 
one or two Srutis. The 1 2 Svarasthanas were obtained by 
the mixing up of one or two Srutis to each note. The seven 
svaras were given the 22 Srutis in this way : Sa and Pa 
being constant and Achala Svaras admitted of one Sruti 
each and the rest r g m d n gave rise to four Srutis each 
(1 +1 +(5 x4) =22. In Hindustani music Sruti variation of 
notes are indicated by adding Komal or Tivra, while in the 
West they are indicated by #) the sharp and flat (*b') 

On an analysis we find that in both Hindustani and 
Western systems of music, Sankarabharanam known as 
B'lawal Thaat in Hindustani and Major scale in Western 
music is taken as the fundamental scale respectively. The 
Svara varieties were given the independent names. In 
addition to the 1 2 Svarasthanas 4 more names are added 
to the Ri. Ga, Dha and Ni. The Shatsruti Rishabha is the 
same as Sadharana Gandhara and Suddha Ga-same as 
Chatusruti Rishabha, Shatsruti Dha is the same as 
Ka.sh.ka Nishada. and Suddha Ni is the same as 
Cha usruti Dhaiv a| a These four Svaras are considered 

In Z !, he Ragas wherein Vivadi Svaras fi 9 ur e 
differenrp h 3935 lheSe Ra 9 as - ,he interval 

Sen 1 a T en ' 6 Wvadi Svaras wi " be °"IV one Sruti 

SeTe Sr £ ^ f ' 9Uri " g in Ragas ' 

these Ranac “ me ln one or 0,her form in many of 
Svaras ^ SrU,is are ^n the status of 

n am e LT ,h<S Svara " se " 18 9 iv «" the Raga 

^Xil s R89a ° f Karna ' iC ™ SIC IS 

Ri 1 16/ 15) Sa G.« are Shad|a « 1 >' Suddha 

(W). Suddha Dha (8/S) arid Kakati ^ <4 ' 3> PanCha "’ a 
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Ni ( 1 5/8) The fundamental lessons of Kamatic Music like 
Sarah Varisa, Janta Vansa. Alankara, Dattu Vansa etc 
are taught in this Raga only This system of teaching was 
introduced by the Karnatak Sangita Pitamaha 
Purandaradasa 

The Miracle of Microtones 

The first Sruti among the Dvavimsati Sruti is Shadja 
having the value as 1 .0 and 240 vib/sec This note is 
present in all the Ragas The basic Sruti note for singing 
is also fixed as Shadja in which all instruments are tuned 
This forms the basis for our system of music The next 
four Srutis are the vaneties of Rishabha Eka Sruti Ri 
having the value 256/243. 252,80. 90 can be found in 
Ragas like Gaula. Ahin. Saurashtra etc This is also known 
as Gaula Ri„ In the phrases rgmR. pmgmrgmR mpnsR 
in Gaula. pdNsnsrs R. gMgrR. nsrsnsrs. rs. ndnDp in 
Ahiri. the Deergha Ri coming is Eka Sruti Ri Dvisruti Ri is 
known as Suddha Ri and has the value 16/15. 256. 112 
This comes in Mayamalavagaula. Saveri, Bhupaia 
Kamavardhini, etc. mpdM, gR. ddpm.g.R m Saven 
dpgddppgR. dsR. sits etc. Bhupaia are Suddha Rishabha 
This is equivalent to Komal Rishabha of Hindustani Music 
and D flat of Western Music Next Sruti. Tnsruti Ri. figures 
in Ragas like Bhairavi. Kharaharapriya, Sriraga, 
Manirangu etc. However the way of singing Ri will be 
different in these Ragas. It has the value as 10/9. 266.6, 
182. In Sriraga this can be seen in the phrase pnsRgrs 
mpmsrgrs and in Bhairavi dnsr. grs, dpgP grsns etc 
Chatursruti Ri having the value as 9/8, 270.204 can be 
heard in major Ragas. Sankarabharanam Kaiyani. 
Kambhoji. Harikambhoji, Vachaspathi etc This Sruti is also 
known as Suddha Gandhara The next vanety of Sruti is 
the first variety of Gandhara This is also known as Suddha 
Gandhara and has the value 32/27, 284 4. 294 This Srut> 
is given the name Komal Sadharana Gandhara and can 
be seen in certain Ragas like Bhairavi, Todi 
Subhapantuvarali. etc. In all these Ragas the rendenng 
of Gandhara is different. In Todi Ga is the Jiva Svara and 
is sung with Gamaka. whereas in Subhapantuvarali it is 
sung without Gamaka-srG-pmGrs snsrgM-pdnsrGrsetc . 
and in Todi ddpmGr. SrG-mp. mGrs and so on 

The next Sruthi is the third vanety of Gandhara and 
is known as Sadharana Gandhara It has the value as 
6/5, 288, 316. This figures in Ragas like 
Simhendramadhyamam, Dharmavathi. Hemavathi, 
Keeravam etc In Simhendramadhyamam Ga is prommeni 
m Ihe phrases like pm gr srgmgr, pdnsrgrs etc . and dn. 
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dpmgr rGm gr, srG etc The next Sruth. known by the Svara 
name AntaraGa is important It has the value as 5/4 ,00 
386 and figures in many important Ragas su r as 
Sankarabharanam, Kaiyani. Hamsadhvam. Mohana 
Laiangi. Charukesi etc In Charukesi pdpm G. p dn dpm 
g. Gandhara is important. The ninth sruti is known as 
Chyutamadhyama Gandhara or Pythagorean Major 3rd 
having the value as 81/64. 303 75, 408 This is the Jeeva 
Svara m Devagandhan and Saurashtra-pdnd mpdpm Gr 
srm gr in Devagandhan reveals the importance of Ga 

The next sruti which is the Svara Suddha Ma is the 
same as T of Western music It has the value as 4/3 320 
498 This is a very important Svara in many Ragas like 
Saven Mayamalavagaula Keeravani Sankarabharanam 
Todi. Kathanakuthuhalam etc In these Ragas Ma is 
rendered in different ways ie.. with full Gamaka «r 
Sankarabharana and Saveri with little Gamaka in 
Mayamalavagaula and Todi and without Gamaka in 
Kathanakuthuhalam and Kuntalavarali etc 

The next Sruti is Tivra Suddha Madhyama having 
the value as 27/20 324. 520 This Sruti as Svara figures m 
Ragas like Begada and Gaulipantu This Sruthi is aisr 
given the name as Begada Ma since it is the life-giver nett 
in Begada The opening phrase in Begada Raga goes like 
this dpMgrs. sgrgM. grgM. Mgrs etc Ma is rendered as 
Deerga Madhyama 

The next Sruti is the same as Prathi Madhyama 
having the value as 45/32, 337.5. 578 This Sruti comes in 
Jeeva Svara in many Prathi Madhyama Ragas such as 
Kaiyani Pantuvarali, Hamsanandi, Purvikaiyar 
Subhapantuvarali etc In Kaiyani Ma is rendered wh 
Gamaka as in the phrases pm. grs.gm pdn etc 5u! « 
Hamsanandi it is sung with little Gamaka This is the same 
as Tivra Madhyama of Hindustani music and F share c* 
Western music 

The next Chyuta Panchama Madhyama is als 
known as Varali Ma since it is the Jeeva Svara o V 
Raga It has the value as 799/512 or 65/45 341.7 or 341 
and 610 The opening phrase of the Vara ra 9 a ^ 
Madhyama in it M grsn sgrgM etc Pancham a •sfne 
Sruti and has the value as 3/2. 360. and ^ ^ 

Svara which is taken in the cycle of 5th (Sa Pa) aM ha- .< 

high concordance when sounded a‘ong a ! Shaqf* * 

Sruti is present in all the Ragas except p a ’ _ 

Ragas its equivalent is G' of Western music * 
taken as the basis of 5 Kattai $rut' 
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The next Sruti Ekasrutm Dhaivata is prominent in 
uwiy Ragas like Todi Saven. Dhanyasi etc It has the value 
as 128/81 379 and 792 In Saven. Dha comes as the 
Jeeva Sv#a as m phrases like mpdpO. pD. rsnpD. dnDs 
Dvisnithi Dha »s also known as Suddha dha and has the 
value as 8/5 384 and 814 Suddha Dha comes as Jeeva 
Svara m Ragas like Mayamalavagaula. Kamavardhim, 

Kee'avwefc TnsruthiDhaivataisalsoknownasKambhqi 

Ohaivata since it is the Jeeva svara of Kambhqi Raga in 
the phrases I ke mgpO. snpO. dsrsndp. mgpDS It has the 
value as 5/3 400 and 884 Dhaivata should be sung with 
Garnaka At the same time in its Mela Raga Hankambhoji 
On j is not stressed and is sung as Harsva Svara, stress is 
given to Nishada 

The next Sruti Chatusruth' Dhaivata is prominent in 
many Ragas likeVachaspati. kalyam, Gownmanohan, 
Sankarabharanam etc This is same as 'A' of Western 
rnuxc and Tivra Dhavala of Hindustani music The value 
•s 27 10. 405 and 906 In Sankarabharanam Dha is 
rendered as a Deerga Svara as in the phrases like gmpd, 
sDp.d n.S In Ragas like Bhairavi. Manji. Anandabhairavi 
both Dhaivatas occur In the opening phrase of the Knti 
Jpacharami / in Bhairavi both Dhaivatas occur !l..dn 
s ns nrs.nndp.. UUpacharamulanu 

Nishada Svara also has got four varieties of Srutis. 
The first one is Komal Kaisika Nishada Also known as 
Suddha Nishada It has the value as 16/9, 426 6, 996 This 
Sruti figures m Ragas like Bhairavi. Todi etc. In Bharavi 
Swaraiathi Kamakshi' (Misra Chapu) of Syama Sastn the i 
opening phrase itself begins with Nishada 

11 N n P- d P,.,llka „„ma kshi 

in the seventh Charana Svara the starling Svara is 
Nishada 

n... r. s.r. n.r. n...d, p.d. m.p. g ...r. s.r.n.s. II 

Nee pa vana mla ya su rasa muda ya ka ravidnta 

The next Sruti is Kaisiki Nishada having the values < 
as 9/8. 432 and 1018 The Sruti figures in Ragas like 
Kharaharapriya, Shanmukhapriya. Vachaspati, | 


Hemavathi. Suddha Saveri, Madhyamavathi. 
Chakravakam, Hankambhoji etc In Harikambhoji Ni is the 
Jeeva Svara especially in phrases like dn. dpm. n.d pmg 

n. dns etc 

Kakali Nishada the next Svara and the 21st Sruti 
figures as Jeeva Svara in many Ragas like Latangi, 
Kalyam Sankarabharanam. Simhendramadhyamam etc. 
This is the same as 'B' of Western music and Tivra Ni of 
Hindustani music 

The 22nd Sruti Chyuta Shadja Nishada has the 
value as 243/128, 455.6, 1110 and figures as Jeeve Svara 
in Devagandhan, Kurunji, Saurashtra, Neelambari etc. The 
way of rendering is however different. 

The last in this octave is Tara Shadja which is the 
Adhara Shadja or basic note for the next octave. This has 
the value as 2,480 and 1 200 and figures in all Ragas except 
Nishadantya, Dhaivatantya and Panchamantya Ragas. 

Thus we can see that the maximum number of Srutis 
practically possible in one octave is twenty two. Perhaps 
these twentytwo Srutis formed the basis for 
compositionsRaga Alapana and Svaraprastara. It is the 
concept of 22 srutis which has earned a supreme rank 
and distinguishes Kamatic Music from other musical 
systems Sruti Suddha or Sruti Jnana is an indispensible 
feature of our music. Musicians should take utmost care 
to sing in full accordance with Sruti. As a famous musician 
noted Sruti in its full form is followed in Hindustani music, 
but unfortunately this aspect is practically neglected in 
Karnatic music. It is an important aspect to be noted that 
in Indian concerts, musicians adhere to a single pitch 
throughout the concert. Each singer has a basic or fixed 
pitch for singing But. in the West, the basic key is changed 
often This system of singing is based on keys. Harmony 
is the basis of Western music in which harmonic effect is 
created by chords and choir singing. Care should be taken 

3nd melody Thus basically a" 'he 
^: ° r C ^ b3Sed ° n cer,ai " '“"damental 

p'2*n T e 15 mainly in ,he name s and mode of 
Prayoga or way of singing. Music is universal and one 
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'Mother! Arise! Awake!! Act!!!' 


Mothers do wake up children and fathers too are 
used to wake up children, Sage Viswamitra took to a 
musical praise to arouse the two Princes of Ayodhya and 
it was fair and real They were quite young and should 
have been tired trekking distances with the wamor-tumed- 
saint. 

But is it normal or fair for children to wake up 
mothers and fathers? Of course, it is but fair when children 
are hungry-be it physical or jnana Thus in Tiruppalli 
Ezhuchchi exactly it happens The Lord is in slumber and 
would not rise up Children of God (as humans are 
described) or Nayikas (if God is taken as Nayaka as has 
been portrayed in many songs by eminent composers) 
sing His praises praying for Him to nse up to bless them 
Well, it could be glossed over as poetical fancy or poet's 
fundamental privilege to present his lyric in whatever 
manner or structure he likes It could not be objected to 
as the inlaid love and passion for God is the essence or 
soul of the song. It is left to the poet to praise Him in 
whatever manner he chooses to. 

Well. When the endeanng mother, the holy mother 
the mother who kept awake for millennia, sleeps soundly 
and would not wake up even when the house is on fire 
and being looted, it is a different matter altogether It was 
what happened to Mother India, the Bharatamata hailed 
with respect by Bankim Chandra. Rabindranath Tagore 
Namakkal Kavignar. Subramama Bharati and a host of 
other poets and millions of Bharatias Bharat had become 
the hunting ground for marauders, pillagers and 
conquerors but the mother was sleeping still' Was she 
not in coma for well over a millennia* Orayiram andu 
mandu kidandal' Well at least then she could have woken 
up and faced the realities of the situation and charted out 
a plan of action with her children. No She tailed and 
continued to be in slumber’ A noble, cultured mother, 
hailed as a paragon of virtues, a good lady worshipped 
by sages and seers and yet she was in slumber and would 
not wake up' What a tragedy had it been 1 

A child was born on December it 1382 at 
Ettayapuram in the far south, a place chosen by 
Muthuswami Dikshitar of the Kamatic Classical T nmty to 
cast aside and confine his mortal frame to flames and 
depart for his advaitic home in 1835 and which proudly 
presented the first-ever thesaurus on Kamatic music 
Sangila Sampradaya Pradarsim of Subbarama Dikshitar 


in 1904 He was a vibrant patnot, poet and reformer and 
too bnlliant and multi-faceted to live tong And he died on 
September 12 1921 Within that short span of his life, 
he was deeply upset and felt outraged and felt that his 
mother (country) had no business to sleep on He was 
too fond a son to throw water on her face or shout at her 
He knew that his mother would respond instantaneously 
if woken up with a kind word, song or signal A musical 
soul himself and having drunk the loving captivating 
Tiruppavai songs of Sn Andal to wake up her girl fnends 
eariy m the mom and the allunng Tirupalli Ezhucctn 
(Musical Rousing of God) of apostles of Siva and Vishnu, 
he chose that mode with faith and confidence and he was 
successful’ The mother woke to his song and got her 
freedom at long last’ The song is Pezhudu Pulamdadu 
yam seida tavattal (Bouli). A summary of the song is given 
below ; 

Mother* The sky is bright the day has dawned 
Our long penance and prayers over damkness stands 

banished 

Golden rays of the Sun of Wisdom illumine aft 
Gathered around thee are volunteers m thousands 
To stng Thy praise and salute thee 
Should thee be strangely m slumber stiP 
It amazes us Pray rouse thyself dear mother wake up! 

We are thy children and we seek to wake our mother up! 
Thou ad slumbering even after thy chidren rouse thee up’ 
Mother of the world! How could thee fail to heed us 7 
Can there be a mother who heeds not the prattle other 

Chidren ? 

Mighty Queen of the children of Bharat! 

We sing thy praises m eighteen languages 

as per thy wish 

Mother hasten nse up and bless thy children quicHy' 
Bestow happiness an around 

The patnot-poet sought to rouse up the slumbennq 
masses who toiled hard, forgot their proud lineage and 
rest content forgetting their self-respect as sons of Bhar3t 
He composed and sang songs in diverse structures 
tunes, modes and emotions in a bid to get at the last man 
in the comers of Tamil Nadu He is hailed as a national 
poet and Maha Kaw He lived a life of an absolute patnot 
in thought, speech and action and sacnficed everything 
He deserves more Raikumar Bharati «s his great 
grandson who has opted for the life of a musician though 
an engineer himself unlike many others of h»s age 
have one leg in a cushioned job and anothe eg 
occasionally in music 

. Garland N Rajagopalan 
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Kumbakonam Rajamanickam Pillai 

By K. S. Mahadevan 



Kumbakonam Rajamanickam Pillai 
"As none but the highest mountains of a country 
are visible at a great distance, so none but the most 
towering and exalted characters of a remote age are 
prominent in posterity" -Charles Burney in ' Genera 
History of Music'. 

This is the centenary year of a stalwart of the 
previous generation viz., Sangitha Kalamdhi Kumbakonam 
Rajamanickam Pillai As the veteran violinist passed away 
in 1970, none but the old Rasikas will remember his ability 
as an accompanist. Irrefutable proof of it was that 'ns 
accompaniment was at one time actually sought by a stnng 
of super-star vocalists of yester-years like Anyakudi 
Ramanuja Iyengar, G.N. Balasubramamam, Madurai Mant 
Iyer, Maharajapuram Viswanatha Iyer, Semmangudi and 
lesser lights This fact has to be set against the pejorative 
impressions that today's young rasikas sometimes have 
when heanng old tapes or radio recordings of his More 
of this anon. To quote Burney again 

• So various are musical styles that it 
requires not only extensive knowledge and long 
experience, but a liberal, enlarged and candid 
mind to discriminate and allow to each its due 
Rajamanickam Pillai was bom on 5th August 1989 
at Alangudy near Nidamangalam His mother was 


interested in developing his musical talent and his 
formal education in Town School. Kumbakonam was 
stopped in the III Class He was initially put under the 
tutelage of Nagawaram Vidwan Kandaswami Pillai at 
the age of 9 for vocal music, then was switched on to 
comprehensive training under Thiruvisanallur Pallavi 
Narayanaswami Iyer and Pandanallur Chinnaswami 
Pillai from whom he learnt a lot Thirukkodikaval 
Ramaswami Iyer then took him under his care to teach 
him violin playing 

There is an unconfirmed report that, although 
Rajamanickam Pillai possessed a good voice and was 
indeed progressing very well in vocal music, he was 
dissuaded from taking vocal music up as a profession 
and instead chose violin playing as his metier (In later 
years, this writer had occasions to experience Sn 
Pillai's proficiency in vocal music, making one wonder 
why he was turned off!) Having opted for the violin 
profession, young Rajamanickam never looked back 

To enhance his store of knowledge, he was 
sensible enough to approach stalwarts like 
Umayalpuram Swaminatha Iyer of the Tyagaraja Sishya 
Parampara. the veteran Namakkal Narasimha Iyengar 
(who later settled in Srirangam) and flute Vidwan 
Nagaraja Rao He learnt from them a large number of 
Kntis - precious Patantara spread over 10 years which 
was to prove a great asset to this young violinist as in 
later years he could play his role of accompanist to the 
great vocal maestros with subtle touches and optimum 
assistance on several occasions 

Today when the once small stream of Rasikas of 
decades ago has grown into a flood, when organisers are 
keeping an Argus eye on nsing talent and Sabhas are 
unafraid to stage concerts by what seem like child 
prodigies, the nse of a talented young musician is nothing 
to be wondered at Back in the first two or even three 
decades of this century, even a very talented youth had 
be smiled upon by Dame Luck, to get a chance to show 
off his or her ments More often than not. the chance that 
came along was fortuitous It was so with Semmangud 
Snmvasaier when, in his 18th year Mndangam V idwan 
Alaganambi Pillai called upon him to sing at the festival n 
the Kumbakonam Nageswaraswami temp e a> a 
substitute for somesone who had not tumeo up 

In 1916. young Rajamanickam was called upon to 
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accompany on the vtofm Alangudi Natesa Iyer in the temple 
of ArxJipaJii Zammdar The young violinist proved his 
credentials to the satisfaction of pandits and 'pamara'. He 
had passed a severe test No less a judge and musician 
than Hankesanallur Mufhiah Bhagavathar of illustrious 
memory presented Rajamamckam with gifts and warmly 
praised his violin playing 

Thereafter I was a straight career for him, as a 
reliable violin accompanist This writer as a Secretary of 
the Sn Shanmukhananda Fine Arts & Sangeetha Sabha, 
Mumbai for many years, had the experience that senior 
vidwans like GNB Semmangudi, Madurai Mam, Alathur 
(Mothers used to suggest Pillars name as violin 
accompaniment tor their concerts along with virtuosos like 
Palghat Mani Iyer and Palani Subramanya Pillai Even 
wtien 1 suggested the name of (he fas! rising violinists, 

5tu ck to their preferences Once I had occasion to 
ask tor the reasons for their choice which GNB once spelt 
out as follows • 
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strictly stick to the vocal style even in Ragas like 
Sankarabharanam, Todi, Kambhodi, Bhairavi etc. 
On such occasions, his Raga phrases would 
recall to the Rasika passages from the classic 
Kritis of the Trinity and especially those of Sri 
Tyagaraja They were compact, lucid and 
adequate His sketches of Saranga, Dhanyasi, 
Mukhari, Useni would be beautiful cameos. He 
employed these and similar Ragas in his solo 
violin recitals as well. 

4 He was a diplomat par excellence in the field. 
His smooth temper was often in evidence in 
different situations. Once, when Chowdiah was 
late for a concert, Rajamanickam was 
approached to substitute for him and he readily 
agreed. But when Chowdiah did turn up, he 
yielded with grace, although he would have been 
fully justified in continuing playing. 

He was a standing example of the truism that "Talent 
is respectable; but Tact is respected". The followina 
incident illustrates: y 


t Sn Pillai was a man of vast experience of 
accompanying Tho was seen m h»s adjustment to 
varwd styles such as tnose of Maharajapuram 
Anyakudi, Semmangudi. GNB etc. In raga 
know the singer like a shadow 
and when his turn came, he would never resort to 
one-upmanship 


The scene was Tiruvaiyar, during the 
Aradhana celebrations. There was a meeting 
organised al Kalyan Mahal in the evening to 
felicitate Maharajapuram Viswanatha Iyer and 
Rajamamckam Pillai on their contribution to 
Karnatic music. Speakers like Semmangudi and 
others were naturally profuse in their praises of 


r ’ VaJ ' and henc « "fen 

£??"• K "" v * * 0ul <’ 'o'low tike a shadow 
faithfully mg carefully H „ Niravals were short 

T Th "* W" 10 vocahsts 
H. h« (utt sympathy (of vocal, „ S eS pe y 

rssssssssr : r 


the two. 

Maharajapuram, for all his wit and flash in 

r? n ' was n °f a good public speaker 
When his turn came to thank the organiser he 

K 2 about Pr ° SaiC PhraS6S by Way ° f ,hanks 
was a flne r 7 """ri 165 Ra i a ™"ickam Pillai 
"as a fluent and polished speaker always When 

lhis* Ur n o render thanks came, what he saidwas 

lo accompany SrTuuf yearS ,; ' had the 9°° d f ^une 
followed TJ cam " S r Wana ha lyer ,he violin, I 
sang a Raqa for U ? ° C0nducf M*at when he 
restrict my L a ni.!?* ^ ml " U,eS ' 1 would 
"■« spoken tor jS® ® n , mlnu ' es T °<% he 
•aken two minutes and ,es ‘ 1 have already 
'fank, giving righ.^^lf Principle, I close 


3. Although hailing from the Vellala seel k 
dose to Nagaswara ViOwans. Z e 
known to adopt the or was h ® 

sketches Not for him the long Inland 
repelifive method, of Nagaswarakara, He ^uld 


(ac| e u 9 e audience applauded his shrewdness and 

He t 

Govindara^Piija, Samh^'! 3, °' Who " 1 Ma V^aram 

Ala giriswami and Sikkil Bhaskaran" 1 P ' lla '' Kandadevl 
i Bhaskaran are notable examples 


SHANMUKHA 

In fact, in his solo violin concerts on the radio, he would 
invanably have one of them to assist In such solos, he 
would play short sketches of Ragas like Pantuvarali, Varali. 
Saveri, Saranga, Dhanyasi, Bilahari etc., followed by 
appropnate Kritis. Nothing was overdone In his days, short 
bowing was used for sketching a few pregnant Raga 
phrases, to convey a clear yet poignant picture of the 
Raga- unlike Dwaram Venkataswami Naidu who, with his 
knowledge of Western music, knew how to add tonal 
colour to his playing and ennch his output 

He lived to be 72 years Honours from the Courts of 
Travancore, Mysore, Cochin. Ramnad, Ettayapuram etc 
reflected his extensive popularity. He received the 
Sangitha Natak Akademy Award in 1959, 'Isai Perangnar* 
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from the Tamil Isai Sangam and Sangitha Kalamdhi Award 
in 1948 from the Music Academy 

On his death in 1970. the besl epitaph came from 
Vidwan Musin Subramanya Iyer Musm said infer alia : 

* Padubavar Manodharmaththai Rajamamckam 
Pillai Avargal keduththade kidaiyadu * 'Sn Pillars playing 
was such as not to mar the pnncipal singer's imagination' 

Can there be a greater tnbute to an accompanist than 
this? 

Courtesy : "Narada Gana Sabha Trust's 

Isai Natya Nataka Vizha • Souvenir". 


"The Glorious Accompanist" 

SHANMUKHA had advanced by five years its 'Centenary' tnbute to the glonous accompanist* Rajamamckam 
Pillai. Picturing this mighty master as a taskmaster, it had observed 

'He spared no rod in disciplining his students and their Sadhaka He let them find the*r own mo nngs' m 
musical nuances, and finer aesthetics whether in vocal or violin ' 

To cite an example extracted and translated from Tamil article in the same issue 

'Neduntheru R Sadagopachanar. an exponent of Hankatha. was one of the Sishyas teamt at the feet 
of this great Vocalist - Violinist. Once when the Gum taught the Sishya the Sankarabharana Adi Tala Vamam 
the first Ettugada Swara (Charana Swara) did not register wen wth the student Any number of repetition 
would not help him get a gnp over the Akshara Kalas Annoyed the Guru hit him forcefully on the thigh and 
chided, 'lyengare, you can eat Puliyodarai and not sing this Swara ^ 

Wounded, the disciple vowed not to return lo the dass the next day unless he got the Swara correctly an 1 
also give up music should he fail to succeed 

Overnight arduous Sadhaka bore fruits As the Sishya was leaving for h,s Guru s house next mom.nq 
what did he see at his house front? The Guru himself in his car. afl the way from Kumbakonam to Nedunthe u 


'What lyengare 1 you threatened to give up music! I have come to fetch you * 

Overwhelmed the Sishya apologised for his rash behaviour, and said he got the Swara correct Then k d 
there the Guru listened to him render it And with a Sabhash. took him «n h.s car to Kumbakonam for contmu-ng 
the 'grind'. 


Such was the magnanimity of Raiamanickam Pillai Need H be said that Sishyas groomed under such disb - 
and affection rose to eminence in their own right? M M Dandapam Desikar. Neduntheru Sadagopacha • 
Kumbakonam Mythili. V P Rajeswan. Papa Swammathan among vocalists and Mayavaran, Gowndar^a" , 
Kuzhikkarai Pichiappa Pillai (Nagaswaram). Ramamurlhy Iyer and Sikkil Bhaskaran among Ihe V mis . 
some names to reckon with 

Source "SHANMUKHA" - January 1994 
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I he ( oncert Tradition 
By Ariyakudi T. Kamanuja Iyengar 

(Reams have been written about the Concert Paddhati ot Matgadarshi Anyakudi Ramanuja Iyengar Here the 
Margadarshi himself speaks of his 'Margam' at a Symposium and published by the * Illustrated Meetly of 
India' November 5 1961 The substance is relevant even today that SHANUUKHA reproduces what it had 
published in 199? - Editor ) 


It gives me immense pleasure to contribute to this 
Symposium an article on some aspects of Kamatak music 
For. though I can claim a successful and unbroken career, 
extending over fifty-two years. I have had no opportunity 
till now to assemble and present my views on Kachen 
Paddhati (concert Sampradaya or tradition) 

Here, I propose to deal with Kachen Paddhati as i 
have learnt and practised it on the platform all these years 
in the light of its historic background after a rigorous penod 
of gurukulavasa, first under Pudukkottai Malayappa Iyer 
and Namakkal Narasimha Iyengar, and later, for over 
eleven years, under Poochi Snmvasa Iyengar of Ramnad 
More than this. I have had the good fortune to listen to and 
learn from the expositions of such great masters as 
Tirukkodikaval Krishna lyei Tiruchi Govindasami Piliai 
Saraba Sastri. Sakharam Rao, Vmai Dhanammal and a 
host of others 

In vocal concerts today, certain changes are 
perceptible which, if allowed to grow unchecked may spell 
rum for our great tradition of Karnatak music and eventually 
result m Ihe total disappearance of Sampradaya This is 
all the more regrettable when our music is claiming 
hundreds of adherents in the West 

Un broke n History 

It is the peculiar feature of Kamatak music that it 
has survived the invasions of kings and chieftains and 
feudal wars, in South India to build up a great tradition - a 
tradition that dates back to Vedic times The Tamil classics 
speak of seven Palais later developing into sixteen Meias 
leading lo a further emergence of one hundred and three 
Panns Those versed in them were Ihe Panars such as 
Tiruppanazhwar Tirumlakanlayazhpanar and others T hey 
were not worldly-minded, to them music was divine They 
were God intoxicated and aimed at the attainment o’ 
Supreme Bliss Then devotional and soul-stimng lyncs were 
sung m ihe temples Next we are deeply indebted to 
Saiangadeva fo» his great and invaluable work Sartgifa 
Ratnakara, m which he describes and mteiprets the 
Lakshnas of Kamatak music 


Kamatak music took its final shape and form from 
the time of Purandaradasa. who systematised the laws of 
teaching music and wrote of innumerable Padas and 
Prabandhas. besides compositing Svaravalis Gitas 
Suladis Tayam and Alankaras in fhe Sapta Talas as 
preliminary exercises and early lessons which must 
necessanly be learnt Subsequently. Ramamathya in his 
work Svaramelakafintdhi condensed the Sangita 
Ratnakara and explained the nature of nineteen Meias 
and their one hundred and sixty-six Janya-Ragas But it 
was Venkatamakhi v*k> formulated tfie scheme of seventy- 
two Meias m his Chaturdandi PrakasJka It is. however not 
known if he assigned names to the several Ragas Later 
Akaianka in his work Sangitasarasangraham spoke of a 
number of Ragas and determined their lakshanas The 
great work of Govindacharya Sangtahachoodamani is an 
authontative and later contnbution containing lakshana 
gitas for 366 Ragas (including the 72 Meias), and this 
became the classic authonty for the great vidwans like my 
guru Poochi Snnivasa Iyengar 

"kiicheri" 

While the great stream of Kamatak music has beer, 
ennehed by Vaggeyakaras who have preserved the 
musical forms, like the Varna. Knti Javaii Tiliana and 
Svaraiatis. the torch-bearers of South India s musica 
traditions were the numerous Sabha musicians ar 
vidwans who were patronised by kings princes and 
zamindars 

Kachen is an Urdu word refemng to the musica 
concerts held in the courts ot the Mohammedan rulers n 
North India It is akin to those held in the south which ,vt 
known as Arangam. Sabha or Sadas A Kachen in its ea > 
phases was confined to a recital before a select gathering 
at the royal court or in the assembly ha:, on an auspcioiis 
occasion The court ot Sarabhofi of T *njore seems to ' an 
had or its rolls nearly 350 musics s each speoa n 
ceitain specific blanches of vocal ■* instrumr ' • ' 

and each waiting lor a day in the y**ar tr> t * n,f ‘ : 1 
and prowess 1 
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The celebrated composer ol the Vmbom Varna in 
Hh.uravi Pachimmyam Adiyappayya. was a distinguished 
musician vho adorned the courts of Taniore Pudukkottai 
and Eltayapur am - as also Paliavi Doraisamy Iyer, Gopala 
Iyer Todt Sitarama Iyer. Sankarabharanam Narasayya and 
several instrumentalists and dancers Varna singing may 
he presumed to have been m vogue from Adiyappayya's 
penod Among his disciples may be counted such 
d - •gushed names as Syama Sastn and Ghanam Knshna 
»«r We are ushered mto the treasures of Tyagaraja by 
Umayalpuram Krishna Bhagavatar and Sundara 
Bhagavatar Walajapet Venkalramana Bhagavatar, 
Tiliaisthanam Rama Iyengar and Tiruvotnyur Thyagier The 
pent worthy of note is that, while Dikshitar adopted 
Venkatamakhfs system of Asampuma-mela paddhati. 
Tyagaraja followed the Govmdacharya Sampradayam of 
Sampuma-mela-krama 

L: * e my guru, I have never begun a concert without 
^"ging a Varna at the commencement It imparts 
mellowness to the voce and a flavour to the subsequent 
rendenng ofl Knlis or Ragas Palghat Anantarama 
LhT’ JO* Knsf,na PPa began their concerts 
' n ^ ^ (P,e - Varna da * s > formers 
Tanas ,n Na,,ai Gowta Arabi Varali and 
an Kagas to the accompaniment ol the Mndangam 

10 sing m Srhay.-Sful. now they h^> 
several exigencies A i ,ph , lowered it. owing to 

Ol his strengths and^ak n^' 

portormance^ ,! Zl J?T ^ e,,ec ' ol lh * 

bound making ttwn^ia^toh'*'’ *" ' IS ' enefs spe "- 
stitl more »«ay °n to the very end thirsting for 

•* * ««» «««0» ol 

*" ““oipw. ««hl2S JSst** 1 »• 

Iwhalevei language) with a kno^edo!^^'* 1 Iype 
thereof The purpose should be to * e l p T* mean,n 9 
Ihe Irsteners and improve the- ta* L and educal ® 

begin with a Varna to be Sh <r' d 

last-tempo Knbs Short and rrt*o AiJ a ° n Tf by 3 ,#w 
of Ihe Ragas of the Kr„,s to be SJW 
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Kalpana-svaras must be limited and proportionate, and 
restneted to a few pieces., after a reasonable measure of 
Niraval 

The pieces selected should be of varied Talas, and 
no two of the same Tala need be sung consecutively In 
rendenng Kalpanasvaras, for Kritis or Pallavis, it would be 
more appropriate to adopt the traditional mode of 
Savalaghu pattern with variations in the Nadai in Tala 
imparling Ranjakalva, keeping in view Ihe Raga-Swarupa 
An admixture of slow and fast-tempo Kritis alternately is 
preferable The main Raga for Tana, Paliavi, should be a 
Ghana Raga familiar to the audience, and the rendering of 
(he Alapana must be fairly lengthy and should explore into 
Ihe Mandhara Sthayi as well. In the Alapana of rare Ragas, 
(heir distinctive character should reveal themselves al the 
first touches in all their purity and clearness, and should 
neither get confused not clash with Ragas closely allied to 
or resembling them. A couple of opportunities (according 
to the convenience of the artiste) may be given to the 
Mndangam player - the first, an hour after the 
commencement . the second during the Paliavi stage, in 
different Talas of convenient tempos. 

The items should comprise Padam. Javali Tevaram 
aJ I ! hToi^h ?he o^'ect'^fma kTng Hie^oncert” a Tur^ess; 5 

KarnaiJ was' bee e nh, h r "l? 9reaI ,radi,i °" of 

genius It is up to the Vidwan U ' hd ^ ,he ^ 0lJ,b lnd ' an 
torch of Kamalak I *?“ ? aSikas ,0 see ,hal 
come and in all its glory 6P efful 9 ent for al1 times to 

***** 

Anyakudi - A Product of His Times 

Ever consaout KifdaSi,!* 3 Pr ° ducl 0f his limes 
economic and political f? e M in ,he socio- 
responsibility of the musician in^ i ^ reco 9 n 'sed Ihe 
'be performing arts The Conr*^!? ' he P° lar 'salion of 
conceived was no, a ' ^ A " yakud ' 

3'hnur lime-trame It was coil? 9 melh °d°logy for a 

™"; ,and hea '' He employed both h hal Ca,6red ,0 boIh 

aesthetic sensibility, and w,lh hi S lnlellecl ^ his 
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Education, enlightenment and entertainment had 
been the motto of this doyen Precision and proportion were 
like a gospel to him, quintessence his musical breath and 
restraint his means of reaching his goal 

He never trifled even at school concerts He sang 
to the students with the same senousness of purpose as 
he did in public concerts His purpose, as he confirmed 
once was to educate the audience, young and old. 
entertain them and involve them in the classical arts And 
he carried it with dignity and humility 

A staunch traditiomst he certainly was He would 
not compromise on Sastra, he still innovated within its 
parameters, laying a concrete concert Paddhati Perceiving 
Madhyama Kala (middle-tempo) rendition as the need of 
the times, he moulded the Paddhati to this tempo And it 
came handy too for two reasons: one to enliven the concert 
and keep audience interest alive and the other, to 
accommodate the strengths and weaknesses of his own 
voice. 

Talking of the strengths and weaknesses of his voice 
here is a tip to young performing musicians 

He was a master controller of his voice He would 
never yield to its vagaries On the contrary, he knew how 
to wield it. Even in acute sore throat conditions he would 
never despair nor cancel his concert. It is said that when 
so afflicted, Anyakudi would sing in Eka-Sthayi (one octave) 
and choose Ragas that would fit in within this range, namely. 
Dhaivatantya, Nishadantya ones, like Kunnji, Navroz 
Nadanamakriya, Senchuruti. Chfttaranjani&lc., and include 
many Tamil songs and hymns of Tiruppugazh and manage 
to present a 3-hour concert with unflagging vigour 

His sensitivity to audience interest was something 
unique, for an artiste of his stature. His response to if e 
audience was almost instant and he never hesitated to 
modify his programme to suit and sustain then mteres^ at 
the same time he never sacnficed his ideals or norms 
Rasikas were absorbed in his music He never imposed 
on them", a connoisseur once observed, to which one mas 
add he never diluted his music to suit the situation 
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Questioned at the end of the concert by one of his 
fans, a student of Law then, if he was not bored to render 
the same song twice he said "they are enjoying they are 
requesting and after all it is Almighty's name we are 
chanting how could one be bored to repeat?* 

That however, did not mean Anyakudi complied with 
every request of his Rasikas When a host once requested 
him to smg Tiruvadi Charanam at a Wedding Kachen. he 
quietly ignored it as it was mappropnate to sing that song 
at a marriage This showed that he never lost his 
perspective One of his contemporanes Semmangudi 
Snmvasier called him "the greatest salesman for Kamatic 
Music’ True, his propagation of concert music was whole 
hearted , but never commercial He never let any opportunity 
slip through his hands A boy unknown to him greeted 
Anyakudi once and he started enqumng about the boy's 
family and was quite cordial to him When a fnend asked 
Anyakudi what it was all about he replied saying that 
cordiality only helps getting popular ’Suppose tomorrow 
there is a celebration in his house may be he will 
remember me and bill me for a concert*’ 

Anyakudi was the first to sing Tamil songs in his 
concerts and also gave them pome place in the early phase 
though not as Tukkadas He also rendered them with 
alapana. niraval and swards But when the same was 
imposed on him he would rebel against it The man was 
large hearted but would not give in to any authontanan 
dictates A full fledged concert of Tamil compositions was 
not possible from him His gunj Bhakti for Poochi Snmvasa 
Iyengar and Saint Tyagaraia whose direct Sishya 
Parampara he belonged to. was such that without rendering 
pranams to them through their Kntis, no concert of ^ 
began Strangely however he was made pnncipai of the 
Tamil Isai Kallun. the music college of the Tamil isa 
Sangam Madras 

Anyakudfs stature as the Concert Pithamaha was 
acknowledged by one and all. more so. by h.s 
contemporanes some of whom were founders of Barns 
and trend-setters Refemng to him as a man and musician 
GNB once wrote ’All through. AnyakudTs career has teen 
the cumulative result of professional dignity, business 
acumen and artistic ideas’ 


An incident may be cited. Years ago. during one of because of chance or luck that he was 

ifflanaassras --^rSasssisss 

Pancharatna paying his ^.375 m^cahrends and moveo*n, S as*"* 

artiste would normally do He started all over again. mcomoatible Sastra or Sravya andtr^'t t a 

Mahanubhavulu with fresh vigour and veneration singly '"compatible usr ^ 
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SANC.'EETA BHISHMA P1TII A SEMMANGUDI 

, Sangeeta Bhuhma Piths Semmangudi Srim vaster was the Chief Guest of the Decennial celebrations 
of SHANMUKHA. the prestigious Quarterly of Sn Shanmukhananda Fine Arts & Sangeetha Sabha held in 
Apr* 1985 Today the Quarterly has crossed the Quarter ■ century mark and is celebrating its Silver Jubilee 
The Bhishma Piths the living legend is very much with us as agile as ever While praying to Almighty for 
yem more of his service to music SHANMUKHA takes pleasure in publishing a short profile of the great 
marl** rt"i special *sno I 



angui, „ a Concert ai the Sabha accompany by Laluud, Raohn i t/ a, 

+J&3P* ^ Shma Pl,ha Semmangudi Srinivasier a c ^ 

*®* *** s,a 9 e ,h ® n °negenanan hl<: , himself recalled aboul the sta 

SffSSSsffissK 

fts csftK sssw- »< 


interview 

past traditions. the^eaTter" 7Z7 u 0rrenl,a ' ra,ns - and the success 

ssxSSSssss? JscS«ss 

'I Bha.ray. eowrS«t^ Ue<i 5,njclu,al splendour continues h slar,ed ,n Ghana M azha 

magnificent Swaraiati Kam^Z e J n h,S rendl,l0n of that 

Syama Sastri, 'f a Yes - even today he is held in hinh , , 

'0' the dawn 0 I Bh*rin^ y0Uf hear1 * yearn d l' nam| c musical expression the f, » - ?, h S eem ,0 
iDhenuka) or ,l ,o u L 5,n 8 s r <% a 'en/ Rama and vivacty. the evocatin,? n, bk 6 and zeal ’ ,hevi > 
i Sriran/ani) despite ils exa,ed 31 bis Uatubalka domir, ated Bam beitamewint ® dava 111 lhe Gama 
'excited' Sanches 9 r emmar when the lma 9 lr iative and explo^aTvp nhl^^ f 11?° °' 3 Knl ' or f " 

because ol h, s SMJg &»»— , it Is a* swaras P a " Ve PhaS6S 0,Ala P ana . Cravat 
and Vivacity ,n his musical e n^ 0 " and ,he vtal.ty 

mpertoireTn^xptorerofl'm aS a r ' S lh<? ’ reservoir ' of 

gems, an 'artsmdh a l? nf f UrfaCln9 W " h invaluahle 
a trend-setlei castmn »? 9 !’ eW Shee " 10 old bines. 

A 'eacher nonparei? His?, yr ,' C K n 8 mus,cal mould 
immense, his servicns^f conl, ' bullon to the an , s 
tamest SishyaDaramn e, "" al Hls ls Perhaps the 
ttteticulouslyconc fi a Ia P ? ,a ' 8 ^'empire' 
01 Stabyas adorn, nq acal nUrlU,e<l 8 nu "> be ' 
accolades and awards on !f? nic chai,s ' earning 
shlnin fl as Illustrious toache ^°' m,n9 hrum an 't also 


outward expression ol j, 15 'be 

through Sadhana of a r7e h y?T? aCh ' eved 
improvisation devotion -h nd Talenl 'or 
disciplirted sort and abseix-eS? " eallv "V 01 a 
the high pants of his excdtence??^ ence are 
no musician has worked harX ^ S .*° ,nJe 'hat 
in pursuit ol success as mZSL^H . 5,eadll V 
that should mspis andguide any kamatH^' ' deals 
who wants to leave h* mu *^ 

time ‘ observes a confrere 00 the sands ol 
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Sangita Kalamdhi Dr S Pmakapam hailed Sangita 
Kalanidhi Semmankudi for his musical vastness in a 
constricted time frame 

In a concert ot two and a half hours he 
could produce the effect of a four-hour concert 
by packing every minute with creative 
imagination and detail There was plenty of 
music material lo remember, ruminate and 
emulate .... 

... Sri Semmangudi's voice was not what 
he could have wished for He lamed a refractory 
voice to suit his needs through hard practice 
Nadaposhana is the charactenstic feature of his 
voice. During a concert his voice will be heard 
sumptuously and without any breaks in such a 
way that one wonders if the musician was 
stopping at all to take fresh breaths Even in 
his 70's while two of his disciples provided voice 
assistance in his concerts Semmangudi s voice 
alone will be heard throughout, drowning his 
disciples not because of its loudness but 
because of its continuity There is no gamakam 
or quicktime phrase which his voice cannot 
execute in a split-second 

"... His was not a case of a musician who 
gradually rose to the summit step by step he 
appeared to the music world on the top ever 
since his maiden concert This is the stamp of 
a great musician. 

Coming back to the concept of 'Ishwararpanam 
The concept is not an execlusive monopoly of the ’Guruku'a' 
days, he says. Though the day-long gnnd of Gurukula 
system may not possibly be revived in today's socio-culturai 
milieu its spirit and content could certainly be earned out 
in institutional coaching 

Not bemoaning the fall in standards of classical 
music as against that of the past. Semmangudi traces me 
present day ills and lack of interest in classical music to 
the two dimensional spread of music which has relegated 
the essential third dimension, viz . sanctity to the 
background, with the result, the present day music is losing 
its appeal and lacks a sense of proportion 

The maestro observes : 

"Musical evolution has never been an isolated 
phenomenon, and it has moulded itself m tune wth 
the socio-economic milieu To correct this ever 
though gurukula system cannot be transplanted me 
spirit behind it can certainly be infused into mu$'< a 
training Intensive coaching under one Guru ensunng 
parental care and affection is not an impossibility 
even today 

To inculcate interest among youngsters catch 
em young teach them action songs m simple mooes 
of Mohanam Sankarabharanam or even Kharahar .1 
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-pnya Once tempered with musical essence the 
intake' of the alphabets (Sarahs) would be mud 
easier 

An expert Lakshanakara Semmangudi restrained 
himself parading it for he believed in musical enunciation - 
Lakshya Gnana - rather than display ot Lakshana Gnana - 
foisting theoretical perceptions To cite an example 
Semmangudi was the first to team the Mela Ragamaiika of 
Maha Va«Jyanataha Sivan from his Guru Umayalpuram 
Swammatha Iyer But he had not propagated it nor 
performed for the simple reason that it was too heavy’ for 
an average listener to understand or appreciate though it 
gives in one compact whole the entire practicahsed' 
Lakshana of the 72 Melakartha Ragas 

That the great master-musician was no ordinary 
speaker came to light when the doyen stole the thunder 
recalling hi$ association with Kalki' Knshnamurthy at the 
Kalki centenary celebrations held last year at 
Shanmukhananda Hall. It was almost an Aiapana of 
speech dotted with Sarvalaghu Prastharas of anecdotes 
pepped up with humour No exertion no faltenng for 
expression Words gushed forth coherantly as he essayed 
Kalki as his Sishya in Rummy and highlighted his power 
of pen. his humour as a weapon, his vaned activities as an 
cntic. a writer a litterateur and as a person But for time 
constraint, the audience woukl have enjoyed a full -fledged 
concert, on Xalki KnshnamoorthyL 

The multi-faded musician, the living legend has 
recounted in Bhavan's Journal last September "What life 
has taught him " SHANMUKHA reproduces the article in 
the following columns 

’My readers, perhaps, know what life has 
taught me Music I would like to say in this article 
how and from vtftom I learnt it I would also like lo 
say what other things I learnt besides music 

"I was bom on July 25. 1 908 in the house 
of my maternal unde. Thmikkodikaval Krishna lye* 
a violin maestro At the age of five. I was initialed 
into writing the alphabet on the auspoous day ol 
Vijaya Dasani, after being helped lo v*ite and read 
*0m Namo Narayana’on a palm leaf 

We were residing at Semmangudi (situaled 
between Tiruvarur and Kudavasal m Tanjavur 
Distnct of Tamil Nadu) and there was no school 
there in those days So alter my Upanayanam at 
the age of eight I began to learn muse unde the 
guidance of my cousin. Violin VWfwan Semnu-iqud» 

Shn Narayanaswamy lye> 

Laterfrom 191810 1921 I learnt vocain*®- 
from Gottuvadyam Vidwan Sakharama 1 
Tiruvidaimaruthur He show*'***! ** ' ’ 

would do on his own son At that time 
Narayana Iyengar was also learning »»*>*. 
SakaramaRao 
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"My guru was j man of deep devoiion 
Prttfy Whenever he was in financial difficulty he 
us^ to go to Ihe temple of S n Mahaimgaswamy 
and light lamps praying to the deity Soon. 
provWenlialty someone would come and fix him 
up for a musoaf concert 

*Me was a great devotee of Lord Oaltatreya 
Donnq the month of M*gazhl (December January) 
n would bath *\ Kaverv nver ear ty in the morning 
• a retum home singing devotional songs 
tAbfungs along the streets This scene would 
rihtfid th* <yikK*ers of Sant Tukaram For his 
irtaiuc performances his brother Han Rao used to 
pun » i ttir wdm Because he was very particular 
ar. ut laya he did not keep any other 
accompaniments 


’Duong the gmihkuia days. I used to attend 
’vjny musi: concerts a’ temple festivals In those 
days there used to be Naqaswaram recitals from 9 
pm to ’am w»*t n’lportance given to elaborate 
Saga Alapana Later it was Tiruppambaram 
Brothers who pioneered the singing of Kirtans 
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music under him Subsequently. I learnt music 
under Maharajapuram Viswanatha Iyer from 1925 
to 1928 His son Santhanam was born during the 
period He (Santhanam) virtually grew up on my 
lap Viswanatha Iyer was so noble minded that he 
used to introduce me to the people who gathered 
for his concerts and arrange for my performances. 

Ia/> 


My Debut 

"My debut was in the year 1927, at 
Nageswaraswamy Temple in Kumbhakonam, when 
I was nineteen Later, in Chennai under the 
auspices of Indian National Congress, I performed 
for one hour in the morning (After my performance, 
Madurai Mam Iyer sang). 

'In 1928, Chembai Vaidyanatha 
Bhagavathar kindly arranged for my concert at his 
native village in Kerala. In the same year, I had 
the good luck lo sing at Tiruvaiyaru. Then I got 
many opportunities to give music concerts. I learnt 
many kirtanas from Shri Umayalpuram 
Swaminatha Iyer who was in the direct lineage of 
Saint Tyagaraja. 


I can also say with certainty that it is the 
Nagaswaram which promoted the growth and 
development of Raga music. 

’Du-ir*) those days we students used to vie 
•v ■ .-mother to do service to our guru, such as 

*- 1v clothes and waterng plants at his 

resrtence 

1 ansi to those days ol my studentship 
as me golden period ol my life Desp.le his 
schdarslup and eminence my guru was a simple 
|US| o'* “’stance Once at the 
K *" da S al Tlfuv| haimarudur 

^r*^ m -n dy * na,ha lyer made an 

eiatoraie A,apana ol Bhavav, Raga After listening 

£2 pf05,,ale( ’ 

WMvanaiha i^r and praised him saymq ’Your 

Fifxl I c\miii 

^sasasga« 
r.rr: rrr,*j”<^s„r 

Ramarhandra Shaqavala, mel me Hebles^f ™ 
and said lhal I would have a bnoJinh, ^ 
musician l consider that n « because ni*IL* 
blessings ol such good souls lhal i n. .a be 
maslery ,n muse and make a name 93,0 

'Later, when my brother Semmanni.m 
Narayanaswamy Iyer moved lo Kumbakonam | D 
do business in Khad, dott.es. I followed lo le« 


"Usually for my concerts, Kumbakonam 
Rajamanikkam Pillai used to give accompaniment 
on the violin and Umayalpuram Kothandarama Iyer 
on the mridangam (later on ghatam). I am glad to 
say that by giving encouragement, they were 
instrumental in raising me to the status in which I 
am today. Palakkad Mani Iyer, Dakshinamoorthy 
Pillai, Azhaganambi Pillai, and Pazhani 
Subramama Pillai have given percussion support 
for my performances. 

Asthana Vidwan 

In 1939, my concert was arranged on the 
occasion of the ’Upanayanam’ ceremony of the 
nnce of Travancore. I was made the Asthana 
Vidwan of Travancore^ate in 1939 , n 1941 , was 

rX? / 6 Pr,nc 'P alsh, P of Swathi Thirunal Music 
College, (now renamed Swathi Thirunal Academy) 
When I conveyed this information to Poojya Sri 
Mahaswam, of Kanchi (H. H Sri 

ahd an a Sd hare " dra SaraSWali) ' he blessed '"e 

service- Th "2 *T 9 ' " Go and ,ender «"s 
service Thereafter. I accepted the otter. 

Ihe Dewin'nt t™' Slr C ' P R ™3swam, Iyer was 
meuewan of Travancore. He encouraqed me and 

The MZ''m a m o e f ,0 T 9iVe ° U,Sla,lon Performances 
arranged Im’l Travancore and his mother 

Ramanuja lyeng^^^M 1 ' 8 W ' lh Arlyakkl,dl 
the Tampura ? s . e ? 10 Sln 9 even wtoout 

Thiruvanan.hapu,am a tm 2g m lye " 9ar ' Was in 

Ssgi 
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Swathi Tirunal This appeared in * The 
Swadesamilhran * 

'Once I accepted an invitation for giving a 
concert in Sn Lanka, but my father forbade my 
going abroad (crossing the sea was in those days 
a taboo) I had to drop the plan and give up once 
and for all my desire to cross the sea Though I 
could not go abroad, some of my friends from North 
America came here and honoured me with titles at 
the Narada Gana Sabha, Chennai 

I served All India Radio, Madras for three 
years (1957-1960). I am glad to say that Vidwans 
of three generations have given me instrumental 
support in my concerts 


of Madras under Rajaji's Chief Ministership) tor 
the opening of a school He was good enough to 
readily agree and to grant what I asked for I need 
hardly say to the readers of Bhavan s Journal' that 
Rajaji. reputed as the 'Conscience keeper* ol 
Mahatma Gandhi was not only an ardent pal not 
and scholar but a very able administrator He is 
the first and possibly the only Chief Minister I 
think entrusted the portfolios of Education and 
Finance to one minister to ensure adequate 
financial allotment for education The school started 
with 16 students It has now grown into a high 
school I am very happy about this development 


Tribute to Parents 

Before I end this article. I would like to say 
a few words about my parents My venerable father 
used to chant Gayatri Mantra 1008 times every 
day He passed away in 1940 

As I was born after my father had installed 
at his expense, a Vigraha' (icon) at the Perumal 
Temple in our native place. Semmangudi. I was 
named Srinivasa as a token of gratitude to the Lord 

In memory of my father, I have arranged 
daily pujas in the morning in that temple and as 
per my mother's desire. I have arranged for the 
conduct of pujas in the Tamil month of Margazhi 
(December -January) at the temple of Lord Siva in 
our place I feel grateful that the Almighty has been 
gracious enough to use me as an instrument - 
mmilta matram for the successful conduct of the 
Kumbhabhishekam in the two temples 

As mentioned earlier there was no school 
in my village for a long time, and hence > was 
denied schooling This made me approach C 
Subramamam about 45 years ago (when he was 
Education and Finance Minister in the Government 


I must not fail here to say something about 
Musm Subramama Iyer who guided me on many 
matters He was so good as to pertorm concerts 
on my behalf whenever I was unable to do Further, 
he was so noble as to tell me that it was enough if 
he was paid what was fixed for me (though it was 
small for hts standing) 

By Gods grace, I have performed at) over 
the country and received titles and awards from 
many Maharajas and Governments 

1 must in the end. thank ^>ole-heartedly 
the Almighty who blessed me with the Satsanga 
of many godly and good people It is this God- 
given Satsanga which 'taught* me to be good and 
to do good, to be humble and compassionate, to 
avoid resorting to double-think and double-talk and 
to be indifferent to praise and calumny With all 
my limitations it has been my endeavour to kve 
up to these great ideals of our age old religion and 
culture It is my constant prayer to God AJrmghh 
to bless me with the moral strength to resist the 
allurement and temptations that may crop up from 
time to time 


A Lesson in Compassion 

I would like to narrate here one unforgettable episode which has left an indelible impress 

my mind. 

In the Ananthapadmanabhaswamy Temple al Thiruvananlhapuram. Laksha Deera Fesi . 

festival ol liqhts) used lo be celebrated once m six years Huge thatched sheds used it 
Men SDaceinside^he temple premises and elephants .v • sed tc Ml heavy wood* • . 

puMhennn the deep pits dug .or .he purpose As they were trained tor this purpose toe etephacs • 

to do an excellent job of it. ^ 

Once an eleDhant Chandrasekharan by name ntted and brought a huge log hesitated i ■ • 

in me XS r£ea,ed leadings and other ettods o. no avail No. knowing - ; 

and tired ol Intimidating the animal .he mahoul andolhe-speepedm.ohe p Lo' to '^r sv 

x-ssr, arsTTir safttws- - • 

that little creature . _ h)lw *> » rit . j to 

It is horn lhal pachyderm that I learnt the virtue ol compassion and mere, and 

practise tt in my life • Semmangudi 
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The Art of Embar 

■Would rt not b* rajlty fitting it I w*rt take* ed when I could stand on my own in pitch (Sruti) and performance? 

o, _ HanKatha e»po nent Embar Vijayaraghavachanar when he was informed of his being 'unammoulsy' selected for 

3anq.y *.***1* award of tf» Mus* Academy, Madras for the year 1982 He was 73 then 

-The last Hankitha Vkfwan to preside over the Music Academy's conference was Brahmasri Mangudi Chidambara 
Bhaoavjthif who mi conferred the honour in 1937 It is surprising that no other Harikatha Vidwan was chosen as the 
conference President Dll this year. Hankatha is also a form of music and there were many prominent exponents both men 
and women, who might have been chosen for this honour..." 

vmxieo fws presdentul address He was never prepared to accept that Hankatha exponent was any different form, leave alone 
k> a musoan On the contrary he was a musician plus, lie asserted 

‘Hankathi is a musical form in which a story is narrated with the accompaniment of suitable musical compositions 
composed by renowned semt • composers The exponent needs a musical perception for interpreting an episode, a melodious 
voice, a powerful idiom, knowledge of languages and literature. Besides he has to be a good musician with training in 
classical, light and folk music to an extent to make his art educative as well as entertaining. 

Tam to h« convicaon Embar towwing as a he was in physique as in performance with a stentorian voice, did make his art a complete 
educator making ak people ‘Cultured even without being literate * One has only to recollect the Tyagaraja Charithram he expounded at 

Stomuthananda « early eighties 

•Wsch « great* ■ Rama HimaaN or Rama Nama?’ His tone of this poser of philosophic magnitude made the audience awestruck and 
**** ** Al* a long pause as if measunng the reaction of the audience. Embar went on to unfold the greatness of Rama Nama 
** (**•*) ^"ch pad for h.s magnificent exploration With lucid exposition gnpp.ng anecdotes 
odes and upakaihas brings the characters live through song-exposition, he substantiated his thesis and upheld that Rama Nama was 


That was the art of this Hankatha Chakravarthy 
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A Modern Day Guru 

(A Karma Yogi with A Difference) 



H Karmayogi Knshnaswami" 


Ranjani - Gayathri, the star products of 
Shanmukhananda Sangeetha Vidyalaya under the 
disciplined grooming of the veteran teacher Sangeetha 
Bhushanam T. S. Knshnaswami, made their Guru and 
Gurukul proud when they ascended the Pandal stage a 
few years ago and went on to conquer the hearts of the 
listeners with Violin. 

The sisters may be called prodigies, bom with art 
instincts and poised with performing gnt. There is so much 
synchrony in their play and programming, in their dialogue 
and 'diction', yet they hold their individual command in their 
own way. And their Manodharma radiates their mettle 
Teamed up with Arun Prakash on the Mndangam and 
Sriram Subbaraman, yet another Mridangist trained by 
Trichy Raghava Iyer at Bombay, playing the Kanjira at 
times, the sisters scaled new heights to the delight of their 
'home' audience who had seen them grow in music 

They have turned out to be very polished, natural 
artistes seeking aesthetic beauty in every nuance they 
delve into. If there is a daring streak in the younger 
Gayathri, she is sure of success The poised elder probes 
with certainty and with measured moves. No 'nsks' in her 
sallies The greatest advantage they have is both are fine 
vocalists and playing on violin what they would sing adds 
to the stringed melody a depth and diction that is to be 
relished and not wntten And the way they complement 
each other while on Raga forays adds a tonal dimension 
that is spontaneous and splendorous 

Born talent and inherent instincts apart, the 
disciplined grooming by the Guru has gone a long way in 


shaping up what Ranjani - Gayatri are today in the 
performing forum The Guru has groomed quite a number 
of musicians of mark both in violin and vocal such as 
Meenakshi Viswanathan. Gown Ramaknshnan, her 
daughter Visalakshi. Kalyam Panchapakesan. Mangala 
Vaidyanathan . Visalam Vageeswar (who is continuing the 
Guru's tradition in violin in Shanmukhananda Sangeetha 
Vidyalaya under whom another 'star' of the Guru Bam L 
Ramaknshnan. is showing up promise ), and 
Vi|ayalakshmi Nathan. Meenakshi Murlidhar besides his 
daughter as Vocalists. 

Knshnaswami 'Sir' is a modern-day Guru, a Karma 
yogi with a difference Teaching is his passion and a 
mission of life too Moving with the times he improvised 
the teaching methodology picking out the pnnciples of 
'Gurukulavasa' and moulding them to institutionalised 
coaching A Guru with a vision one with over seven 
decades of expenence he used catch words like picnic 
spots', (for swaras like Shadja and Panchama) and 
'paying guests' (tor notes that just show up in a Raga 
slightly [Alpatva] like the Gandhara and Nishada m Arabhi) 
to articulate and motivate students into the mystenes and 
munificence of music 

TSK has found these words immensely functional 
in captunng young minds into the ways of music 

*Use a jargon, technical or otherwise 

students will run miles away from music But 
introduce the technicalities through such catchwords 
and you have them wth you. ever receptive and 
devoted to music', he said m an interview 


A punst-tradibomst though he has been buoyed up 
with innovative ideas to capture' the young and t tke them 
in their own stnde without their ever feeling the tedium' ol 
learning classical music 

A Sangeetha Bhushanam from the Annamaia. 
University of Sabesa Iyer's hme (be graduated »n 193^ 
TSK. has been the most sought after Guru m vocal ano 
violin in Mumbai, which he made h.s home ton forties 
early nineties Pnor to that he had been* 
to the music school run by the KamataK Sanfjeeta i 
After shifting to Mumba. he starters ' melMj 
Music Academy in 1941 and fou led i ^ ^ 
as Annamalai University and coached stud 



reminisces 
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we classes s, nays 
„„ students had eve""* sessons *«• 

■ lW . m and P..I.V '^'"‘"TVZ 
KtMM Salu-davs -e ^served to MW 
nations eeie pe-.od.call, conducted An 

institution at such dtscplme •*■***?* 

. MMMn n Bomba, at mat tone There 1**°" » 
tee UsKftws *ho gave pnvate tuitions The lee loo 

a, adem, was meagte considering the 
, , leisure faming that was 'mpa-te- Once u yeai 
me teacneis and senior students pertomred at the 
annual da, lunctions It was a rwjmorable 
eipewce Wfe students were als o made lo sing 
tufa rtfeons who visited oof school from time to 

time _ ..a o 

in 1974 Sn Shanmukhananda Fine Arts & 

Sengeethe Sabha invited him to open a violin 

d^wtnent impart training >n their Sangeetha 

Nhdyalaya He readify agreed and shifted there with 

alt his students The Sn Krishna Academy was 

wound up but rose the Shanmukhananda violin 

faculty His methodology, his systematic teaching. 

his patience persuasion and perseverance in 

cultivating interest and knowledge in his students 

ve matters kx experience not for words Never 

nave I seen mm losing his temper Nor has he ever 

held back anything from us so far as teaching was 

concerned He would impart every thing we wanted 

to *now irrespective of our capacity He never 

d'Herenfaled between average and intelligent 

students The attention he paid the efforts he took, 

w»?re the same to everyone Mistakes were never 

ieH uncorreded No relaxation until we got it perfect 

Each student had lo sing or play Alapana, 
‘Jiravai and Swaras individually after the lead he 
gave and he would guide us, direct us as also 
correct us whenever and wherever necessary That 
gave us not only the courage to sing alone but also 
hy listening to our classmates rendering the same 
th-ng according to their imagination and musical 
au.men helped us improve our own imagination 
e co,lec,| ve build up of Niraval and Swaras 
•'•spaed us not only to stnve for something original 
‘ u ' a,s0 9 avQ unhdence to ensure rapport with the 
•oooinpanists later on when we gave concerts H,s 
comprehensive method of teaching with the 
notation forming a necessary part of ,t and a step 
bjpstc'p guidance at each stage had so f.rmly 

3KSBSSSS2 as 

■^stasasasr 

md initiated after Swara.ati si L ?►!" 5 rumenUI| y 
our Manodharma and helped uabi ? spruced up 
Kalpana S war? without any hassles^ 00 ^ 8 ^ ana ’ 
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He would record students playing of 
Niraval-Swaras in the class, without their 
knowledge and later play it back to them for 
listening That was enough for us to recognise our 
mistakes and correct ourselves. No scolding no 
harsh words. 

What inspired the young graduate from Annamalai 
University to evolve a style of his own, a unique style of 
leaching at that and become a Karma yogi ? 

A help for guidance and coaching sought by a 
classmate at Annamalai, who failed. It turned the 
perception and life of TSK: "It was rather a blessing in 
disguise", he once told this writer. It gave a stimulus to 
concretise ideas brimming in his young mind. Said he : 

'I struck upon a three-phased approach lo 
learning and practising music : (1) learning as the 
Guru teaches, 2) enjoying one's own rendition, and 
3) analysing the melody, the nuances, diction and 
delineation of the Sahitya. I found vocal training a 
prerequisite for instrumentalists Even today I guide 
my students on this formulae. 

"Students are much more intelligent and 
talented today. There is greater awareness and 
interest in music. Opportunities to learn are aplenty 
While tempting avenues of pop, film music etc., are 
no less. To draw them on to the classical music and 
guide them on the "Chakkani Rajamargamu" (the 
straight royal path) should be the prime duty of the 
teacher. I have been researching over the teaching 
methodology and came upon the catchwords, as 
they served my purpose of instilling into the students 
a knowledge of Ragas, Gamakas and musical 
phraseology without taxing their imagination and 
intelligence". 

The most revolutionary of his convictions is his faith 
in institutional coaching. You can't provoke him. He disarms 
you with a deceptive smile darting a subtle retort! 

Wasn't Saint Tyagaraja's a gurukula but with 
institutional teaching 7 Wasn't he composing and 
singing to a number of a students at a time 7 Were 
they not. each one, noting down what the guru 
sang 7 And have we not got the four famous schools 
of the saint's compositions from these notations?" 

Living with the master and constant listening 
lo his rendition besides learning and practising were 
the plus points of the gurukula. But could the same 
be assured of in part time teaching or modern group 
learning 7 I hesitantly question Why not?", He said 
I have been teaching a group of students at a lime, 
but am not indifferent to their individual capabilities 
eep a watch over their individual receptivity? grasp 
and capacity to reproduce and correct them' then 
and there As for practising and imbibing the style, 
leach a song and revise it continuously for a 

m U nU e L 0f . m0n,hs ' say about six m °nths, so that 
the students get it in their blood streams" 
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Stressing that this needs immense patience, 
perseverance, dedication and discipline on the pan of the 
teacher he recalled an incident that occurred on the 
Second Anniversary of the Sri Krishna Music Academy 

(1943) 

For the function he had invited the fiery journalist 
cum freedom fighter. 'Stalin' Snmvasan, a connoisseur of 
art and culture too. to preside over A traditionalist to the 
core as tar as our fine arts is concerened Srimvasan 
straightaway refused as he "did not believe in teaching 
music in groups, but only in gurukula type of individual 
training?" TSK pleaded with him to chair the function and 
express his frank opinion and assessment after listening 
to his students 

The recital comprised vocal and violin solos, duets 
ensembles with Raga Alapanas. Niraval and Swaras all 
performed in traditional format It was not an assembly line 
art There was individuality in the ensemble rendition Clear 
it was that in group teaching the master's eyes and ears 
had not lost observation of individual talent and 
sensitivity.And that he exploited to the best At the end of a 
1 0 -member ensemble rendition (vocal and violin) in unison 
Srimvasan rose and had the honesty and humility to take 
back his words, TSK says. "His misgivings gave way to a 
stunned experience " 

Said Srmivasan : 
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"I told him when he invited me that I didn I 
believe m anything taught m groups But i was simply 
stunned to see the standard produced withm a couple 
of years m institutional teaching Hats off to TSh* 

"That is the greatest reward I cherish * says 
TSK with an emotional image "I was able to convince 
and bring about a change of heart on a rt^hard 
conservative* 

Why did he leave the performing field 7 


A perlormer only helps maintain the standard 
of music and art of presentation it is the teacher 
tfio can perfect and perpetuate the an and science 
of music and pass it on to future generations I 
wanted to impart what I imbibed in my family i 
continue to research as l go on teaching 

And a teacher he remains picking up words and 
plucking phrases to enthuse and educate his chelas It is 
however an irony that such a teacher of eminence and 
erudition has still not caught the eye of any of our 
Akademies central or state He is 90 1 Settled in Chennai 
Like Vadiyar Vadivel, made legendary by thespian 
Sahasranamam (of Seva Stage) T S Knshnaswam« 
remains content as a 'ladder* for others to reach the top’ 
Will the authorities wake up 7 


• Sulochana Rajendran 
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MUSIC TRADITION WILL STAY ALIVE WITH AID OF TECHNOLOGY 


BY N. Hariharan 


The heritage arts are integral to Indian culture 
Aesthetics blends with spirituality to elevate the human 
personality In the pursuit of happiness, peace of mind, 
communion with the divine, the classical arts of music and 
dance, as also theatre, have been vital to the lives of the 
people. This has made them a living tradition transmitted 
from generation to generation Advances in science and 
technology have only fortified the continuity of the 
traditional arts. 

Technology has brought the arts to the homes of 
the people. The development of satellite television and 
multi-channel receivers has facilitated easy enjoyment of 
the arts. The practitioners of the arts get a massive 
audience simultaneously all over the country and abroad 
The sharpness of colour transmission helps in bringing 
home the beauty of colourful costumes, adornments 
(jewellery) which add to the appeal of the dance 
performances. 

The unifying factor in Indian society is culture Not 
law as in West. Religion integrates with culture as a way 
of life. And music, which in India is believed to have 
originated from the Vedas, is closely linked with the lives 
of the people. It has a spiritual core which makes it a means 
to elevate one's spiritual personality. 

Sheer listening to one singing the glories of the 
Lord, shravanam , (also playing the instruments dear to 
the deities), not only gives exaltation but is believed to 
lead to salvation All the great composers have been 
divinely inspired; their works easily get set in melodic 
modes because the composers were also well versed in 
the grammar of music. 

It is the innate spirituality in the repertoire that holds 
the attention of even the uninitiated lay listeners at classical 
music performances. The aesthetics-the tonal graces, the 
subtle melodic nuances, the microtones charactenstic of 
Indian music, may be relished only by those who have 
cultivated a taste for it. Rhythm and melody are 
adornments to the lyrics; their themes, message, 
conveyed more impactfully in the idiom of music. So it goes 
without saying that Indian classical music is not for the 
busybody listener; it needs years of listening (of course, 
one must have the inclination for it) for one to appreciate 
well its niceties 

Lack of mass audiences at concerts, a popular 
lament these days of organisers of programmes, cannot 


detract from the higher values enshrined in the classical 
arts, whose patrons will ever be the refined elite The 
appeal of television its addictive nature, which gives the 
TV receiver the nickname "idiot box", draws away a large 
number of people who used to be frequent concert-goers 
at the huge urban auditona 

If one surveys the arts scenano of the pas! quarter 
century, the attendance at concert halls for programmes 
of music, dance drama would be noticed as steadily 
declining The mass membership Sn Shanmukhananda 
Fine Arts & Sangeetha Sabha used to have around 6000 
members in the seventies with the same set of artistes 
performing on consecutive days as the seating capacity 
was limited to around 3000 It was the only big watennq 
hole for lovers of performing arts, though with a much les ; 
membership Bharatiya Music & Arts Society too existed 


With people in the suburbs forming new cultural 
organisations and organising cultural events the 
membership of Shanmukhananda declined to nearly half 
now staying perhaps at around 3000 The same set of 
artistes being presented at all the organisations within 
short intervals also told on the clientele of the big bro’her 
Change is the only thing constant in the world, and society 
cannot but adapt to the changing scenano 


It is not all true that interest in Kamatic music or 
classical Indian dances is on the wane as is believed by 
some sections The former chief election commisstore 


;n T N Seshan. speaking recently at a function where 
le senior and junior pontiffs of the Kanch Kamakod 
’eetham Sn Jayendra Saraswathi Swamigai and S' 
Ankara Vijayendra Saraswathi Swamigai gave darshar 
ind blessings to the large gathering in 
Shanmukhananda Hall pointed out that 1400 concede 
vere held in Chennai in the music season month .o’ 
)ecember 1999 The elder Sankaracharya stressed the 
ole of music in getting closer to the Divinity andre^ 

winner Self Study and propagation of mu*- needsr • 

ncouragement the seer stressed Sesta '’ - 
onnected with a trust set up lor cultural unity throwh 

^ When 1400 Kamatic music events are organ >■ 
i the same month at vanous spots m 
.tendance a. each concert cannot M 

articularly when several And me many 

y these organisations are the >> • teiecas i th* 
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m l .-s video-taped <»r :hese Oecembe. season 
. s ..uef on which get them a mass viewe. -listener 
14 „ The Doordarshan Kt?ndra men are not worried 

it if . y m.i wdience w the concert hall, it radio relays 
, ' i . . ih. TV men can video-tape them and telecast 
I* a i in different chunks 

It ne were to view the music and dance 
prfridfrM ircsiHe< ist by the different television channels. 

: ii t f'OiK.f 'fie abundance ot talent in the country It 
■ t :> .inisies alone on whom the TV camera is 
i riDUCfty of fresh young talent is featured on 
ii. » ’ . " >■ lance hour And a good number of the 
.« . . J.' }. .Mfionprvformersdoimpfessthedisceming 
. ay artistes of m* se» have an advantage 

, -.ai.y of ;ne high pitcn qu.mty of their voice and their 
»*•> One gets to Know of the potential of the new 
generation from the TV fare, 
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interest that the media men give engagements to the 
classical music and dance artistes as also cover the 
cultural festivals Advertisers also support with sponsorship 
for mutual benefit Their commercial interest cannot he 
overlooked in the cause of altruism. 

The cassette recording ventures thrive only by 
selling the artistes' popularity These long playing 
cassettes, often recorded at prestigious music festivals 
besides in their studios, are marketed abroad too where 
Indians live in large numbers. NRIs fund some music 
festivals in the South; and some organisations hold an 
annual festival where NRI artistes are the predominant if 
not exclusive participants. A speciality of the Indian people 
is that they try to hold on to their culture even while settled 
abroad Wherever they are settled in large numbers, they 
form their own cultural associations and keep links with 
their native culture. 


*"* « '"Clinton 10 spend more than two or three Ganges. 

■ in a concert auditorium c 

even though conservative sections may not 

• me lays when the maestro Semmangudi 1“ With ,h<? purily of the classical art f°™s 

* Peers used to smg for five hours cu tu!es 7h °' 'T° Crealivi,y ' fusion Wllh olhei 

" ''ormance at times ending at m.dmqht < m , ^ y help ln lhe 'nteraction of the a.tistes 

2? **« 10 * the merer of rmrtf JjSTa fc mfh " WPS ' Bv ,:reall " ( ' awareness < )f 

w , ^ 2 >'2 hours duration The fast oace half by ° Ur 0verseas ar1,sles foreigners too 

- " . of modam times and the unchecked growth 0 f thrift.' T fon ?! rd ,0 learn our music and dance in the 
r “ ■*» W MM SSm "» ta " *» ,a " M «™*e gurus 

mSm 

inspiration form the audienrp rocn««lM d ^ Can ^ ravv 

^thlhern Knowing this lhe ^a^Tv^o T 
organise public concerts though o, tesser dura,™ 


withm if!? Surve ^ cu ^ Uf 3l scenario can be complete 

S some sectiols 6 ZT commercia 'isation of culture 
cL 2 ns ' b °'h sponsors and performers 

tn hte aJ and to? ' rUS ' S f ° Unded ,or P r °™""9 education 

artistes shon H a ^ encoura 9 eme "' to the performing 

PeSn ' he ,arpesl n -der o} 
in their acMvities 3 cornmercial approach 


preservation and propagation of the fine aT s c !" 
tMiflted despite the advance of the etectron.r 
fun "■«* schools, hold compet.UonTto Twl a h 
recogn.se the gifted learners thev hmu k ^ d or 
exposure and talent promotion perfornnnrl^l ,a ' enl 
sustain interest in the arts X whlch hel P 

The electronic media are onlv Pn i«ri a . n 
^Wmled and depend on advertising revenue lonhe! 
pn ^..,me activities It is because ol the TV watchers ' 


e n9age S menMo bh a a nl US ' SeCr6,anes say ,hey Wl " 9've 
remunerate them in the 6 / 03 ar, ' Sle 3S ,tley have ,0 
tesser number of listener. 3 !!! 6 W . 3y 3S 3 vocallsl ' w " h a 
the Veena is PnHH o ,han or a voca lisl All talk of 

the most ancient e, | n S ri t ar3SVya,hl ' s own lns,r bmenl and 

hypocritical when performers'ntih' 3 ' lnslrumen,s sou "Ps 
opportunities uuoL 7™ 6 lnslrumenl are denied 

love ol classical 2 * 35 ' he reason Tha hue 

demand of fo Sted , ho,,' tT °' lgn ore ,hem The tee 
o' 'he orgamsers '° P3V ' n9 C3paCi,V 
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Indian Music in the Twentyfirst Century 

(In the Perspective of World Music) 

By Dr. Vidyadhnr Vyas 


In a matter of few years the 20th century will become 
history * and we will enter into the 21st century with new 
hopes, new dimensions, new possibilities of the dynamics 
of human culture. Change is the password ot our arts and 
culture, nevertheless the time-tested vital basic norms and 
principles of our art systems, remain the foundation and 
backbone of our culture Twentieth century and especially 
the latter half of it has seen the breakthrough in 
communication and media technology which has given the 
art and culture systems including music a whole new 
dimension. This perspective will certainly develop in the 
new century and we may see many facets flounshing with 
immense possibilities. Let us try to see how Indian music 
might face the coming century 

Music is natural instinct to human beings Human 
cultures, societies are dominated by music and music forms 
a very vital aspect of the life of human beings and their 
societies. Just as human societies are distinguished by 
features such as colour, looks language and culture so is 
music. Understanding music is a key to understanding the 
culture and nature of people in a society 

This understanding ot the music ot different culture 
is the basis of the concept of World Music 

Music has certain definitive basic characteristics 
common to all. Music deals with and is made of sound, 
rhythm and the composition of these two ingredients. Music 
is sung (through human throat) and played (through 
instruments) All music can be categorized in 1) Folk 2) 
Cultured (Classical) and 3) Modern popular (Pop) these 
are not exclusive and independent categones; there are 
also in-between areas. 

Major Music System 

The major music systems that we find in the world 
«tre 1) Western Music, 2) Music of Middle East (Arabic 
Persian). 3) African Music, 4) Indian Music. 5) Chinese, 


Japanese Music, and 6) Music of South East Asia 
(Javanese. Indonesian) Till about the middle of 20th 
century, the concept of World Music did not really emerge 
The mobility of individuals and societies was not much 
and the contact among the societies and cultures was 
limited The world was more or less dominated by the West 
and a kind of Western Cultural Ego prevailed Music and 
culture other than Western was considered undeveloped 
and ethnic This Western cultural superiority complex 
began getting questioned with the emergence into locus 
of the other cultures and music systems 


The Bntish rule of about 150 years in India did not 
bring Western and Indian Music close although some 
efforts of understanding the other music did take place 
The Indian independence induced the musicians to assert 
themselves culturally in the world context and they began 
tounng and taking their music to different parts of the world 
Musicians and students of non-Indian music began getting 
interested in Indian music and their wtirV and study 
seemed to have given a new dimension to the 
performance and spread of Indian Music 

Concept of World Music 

The 19lh and early 20th centimes witnessed the 
export of Indian population mainly in the form of labourers 
to work m the vast agricultural fields in the Wes* ! • 
took with them their culture, music and as the years pass* J 
by the next generations ofihis settled Indian r-opuia. 
strived to learn Indian Music in the countries u«y * 
in Western countnes were soon becoming mrA-cmti 
societies This W3S the seed a id the l* J 
concept ol World Music With the advance' 
transport facilities breakthiougti in comma' 
media technology the areas H 
assimilation and Influence < > 11 
increased understanding oldittc 'eni muse s*S' 


I'h© article was written in 1996 
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The vVeslern supenority phobia was receding and 
the process of understanding in nghl earnest began setting 
,n This certainly gave a boost to the concept ol World 
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and even death, festivities, etc. Folk music is performed in 
groups, small or large. 

Folk instruments are also simple, easy to play and 


Music 

India has not been a multi-cultural, society the way 
find If I the West The concept of World Music has yet to 
ndta In India, however, we find two music 
sysloms Relatively speaking, few musicians have an 
irttorsfandmg of and a fewer an expertise in, both the 
^sterns Indian musicians have not really started looking 
out at other music systems m the world 


have a characteristic rustic flavour. 

Classical Music - Individualistic 

Cultured or classical music is always sophisticated, 
follows certain norms, specific rules and is based on item- 
tested experimented basics of aesthetics and expressions 
The fabrication of classical music is logical, scientific and 
aims at preset achievement. Indian classical music is 


But the situation is changing fast and India cannot performed mainly in an individual way, one individual 
reman out from the emerg.ng domain of World Music. The per f orm j n g an( j two to four accompanists following the main 
VtoW h shrinking Inter cuiiural studies are becoming performer There mgy fae due( performances M (he 
necessary and India *lh Us very slrong foundation of a mus|c ma|n , y jndividua|istic melod G chorg| 

vet-developed music system can stand to tenefit and lead , s no. traditional or characteristic to Indran Classical Music 
^semergingareaoi W^ Music This w,„ be a ma )0 r Western c , ass|Ca| mus|c Qn ^ o , her hgnd 

“ b ** 2,S '" n "■ , Mi.il* law orchestra, big chore, groop,. opera, ere 


Indian music with its spread outside the shores of 


Individual performances are very few. 


Indte is destined to take a lead in the development of World 
Music Institutions or Centres of World Music studies must 
come up m India and the Indian musicians with the 
expertise at the»r command must guide the course of World 
Music development in the 21st Century 


Modern popular music is a new creation and is a 
free expression of musical ideas. It synthesizes, borrows, 
creates, experiments and improvises music. It may follow 
any music tradition and may not adhere to its rules. 


A typical centre for World Music should provide inter 
cultural study ol music asaM.ts forms As mentioned before, 
music has three major categories : 

I^Fofk 2) euflured (Classical) and 3. Modern Popular 

1 op Folk music ,s always Iraditional. a spontaneous 
social cultural expression in the context of any event II 

2 66 9UOd ha ^'. ^cal duties and ga,herin 


The Centre for World Music may provide facilities 
to study different systems of music of the world . offer scope 
for comparative studies, provide expertise for quality 
performance training in each music system and encourage 
experimentation. It should work with the world overview of 
music - an interesting interplay of sound and rhythm 
interspersed with silence. 

• Courtesy : " Nadabrahama Mandir" 
(Inauguration Souvenir) 
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Interview 

Mute Maestro - Pandit Hariprasad Chaurasia 


The greatest living master of the North Indian bamboo 
flute * Pandit Hanprasad Chaurasia - surprisingly does not hail 
from a family of musicians He sought this path himself and has 
rightfully earned the credit for populansing this little instrument 
through Hindustani Classical Music at home and abroad 

He started learning vocal music at the age of f 5 from Pt 
Rajaram But when he heard Pt Bholanath - a noted flautist 
from Varanasi - switched over to this delicate instrument and 
underwent training under him for nearly 8 years He later joined 
A I. R Cuttack (Onssa) as a regular staffer and then *as 
transferred to A l R Bombay vrtien he came under the guidance 
of Surbahar player Smt Annapura Devi He ultimately left his 
job to senously pursue his music career Since then he has 
never looked back He has conquered the da<s both nationally 
and internationally, winning many laurels to his credit not only 
from discerning listeners but from top musicians like Yehudi 
Menuhin and Jean - Pierre Rampnai HewontheSangeeiNa^* 
Akademy Award m 1984 the Maharashtra Gaurav Puraskann 
1990, theKonark Samman Award (Onssa State Government 
and the Padma Bhushan In the Yash Bharati Sanman from the Uttar Pradesh Government in 1994, theKalidas 
Samman Award from Madhya Pradesh Government in 1999 and the Ustad Hafiz All Khan Award, bestowed upon him 
on the 31 st January 2000 Now he is the proud recipient of the nation's second highest civilian award P j im* 
conferred upon him on the 26th of January 2000, on the occasion of our 51st Reput. c Day 

Pt Chaurasia s honzon is not limited to North Indian Classical music alone but spreads its wings to Indian 
Music and to Western Music as well The musical numbers in the famous film • Siisiia - which he coHabo 1 .' 

Santoor wizard Pt. Shiv Kumar Sharma won a platinum disc in India, as also his expenmenta album P- - .v 

involved many Western elements alongside North Indian Classical ones. He also featured in the United States Pt 
of India in 1985. 

Though he tours extensively in the U S and Europe, he is a serious teacher with several of his students ^ i 

a mark on the concert platform. 

A very simple man with no airs, following is a pleasant interview session i had with him at h,s residence 

How were you iniated into music and what made you choose the flute as your instrument 

I took to music out of my own interest as I do not hail from a family of musicians I was attracted 
to the flute mainly because it looked very simple and adorned Lord Knshna s har ,s 



Which is your best award? 

A discerning audience is my best award Every single Prance is a great even, tor™ < 
always go to the stage thinking of my only that day s programme as my first and last 

knows the future 

f H * r * 

What is your experience with the audiences at home and abroad-do you find any difference betwe* 

I find that both appreciate our classical music in their own 
with lustful wah walls’ The Western classical music lovers hear with Shanfi . while me , 
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UO bv .oe • old composers like the Trinity, for example 
Kirn site mu.rc hit composltrons £ “ P ^ * nMll5tJ „ I, similar In your system or do you 

vhich are h.ndled by notes for instruments ? 

nave B.ndr.be. lor Voca is . conlpose rs like Vishnu Digamber, Swami Haridas, 

We too have composdions b greai co Ye , „ |he same time we give more 

Sh ilk an To etc Sc .*• -nsW"*" “£1* , h ai our music is more original and attains a greater 

» atefonnstrumentalisl - is given full freedom lo sing or play 

Z you please explain how Hindustani Ragas are developed ? Do they emanate from scales 

* u inm Tnaals from which our smaller Ragas branch out Our Rages hence emanate 

tM. Bui whilst we too strictly adhere to the particular Thaat scale, we do 

« 2n sCas 'or lhe sake of Ran,akatwa as we believe that music is for the ears For such 
->u< we use the term ■ Mishra' - before their particular names 

Is knowledge of Tabla a must for a Hindustani classical artiste as you never show finger count 
.rfulst performing ? 

Yt U , dr music along with the Tabla accompaniment Since we also learn the Tabla 
!f-e .a-'enme we do not need to count the Tala beats on our fingers. 

You have different Gharanas How do you classify them ? Do any differences exist between 

them ? 

;• w ^ ime into existence during the Mughal period and has continued to the present 
c i- f iiiy therf is no difference between any two Gharanas Also students are free to shift from 

one Gharana to another 

Wiut difference do you see between Karnatic and Hindustani music ? 

Our music is 3ur based Thus we elaborate on a single Raga for even more than an hour. In 
y r - ; rn os -which may range from two to three or four hours, we hardly take up two or three Ragas 
5 .i v«ati: ^' jsir is rhythm based Thus I have observed that you render a wide number of 
v: options and Ragas in every concert 

Agawut this observation, what do you feel about a ’jugalbandhi'? Is it one way of introducing 
me two systems on the same stage to a combined audience? Also what do you feel about a vocal - 
•' .v.ifnepui jugalbandhi as presented by yourself and Dr. Balamurali Krishna in 'Sangam'. 

^Xgalbandh' is a successful venture so long as the minds of Ihe two artistes relate with one 
only then there will be harmony But if each tries lo outdo Ihe other, there will only be 

« our S a ! h ° n r ,h Dr Balamura " Kr 'Shna as we rendered our music 
instrument orwocal ins’rummunahaivrh ! JSJ®* no dlHerence if it is a vocal • vocal, instrument- 
al bias SK s *uw eniJ '° 30 eXCha ' 19e °' musical ldeas and thou 9 h,s 

Whb, , you, opinion on 'fusion music ? t, I, a technically feasible venture ? 

t • to caN a TnwISSnSsn used 1 T de,lnile| y not against it. But I would 

• vt- ■ • -is by In,,, our system with theirs Ainhm p ' 0|eclln 9 our lndlan classical music lo the 

> : 'tv n the r style b ,, o*Z s i F d °» p,a * out music ln ™ style while they 

■- .-narcha Here ,oo K « SSSJEIIJ?" Hence ,hls 15 ac,uall V a ™ sical meet o! 

: <" Western classical, s se 1, ,ake some ldeas ,,om 'hem and 

' - i- ' play extempore sometimes ™ SC Wes,ern ha s a tot of creativity in it and 

Bul unfortunately instead of lakma whai 

• ssed upon by mem Like even in our -- ’ hem we have allowed ourselves lo be 
,,av * stuck lo their ways of behaviour 6 sms we have ,ned 10 ape the West whilst they 
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men, u you approve of the introduction of Western instruments like the Guitar Mandolin 

etc., into our classical music or would vou nrefpr 

u you preter improving on our traditional instruments ^ 


We have allowed English instruments into our classical field not realising that lh.- 
brmg out our Meend or Gamakas to .he fullest exlent Alter all the spinal cord of our Into 
music is our Meend 1 have always tell that we should lake good ideas from them and ,m 
our traditional instruments The West has not taken lo our instruments ■ nave me, ■> • s • 
have fallen a prey lo them God has made the Westeners lair and any amount of sun-bath , 
going lo make them dark We have been created dark so any amount ot scrubbing is r 
make us while In Ihe same way our Indian instruments are designed for our Gamaka 

music We should try to improve on what we have instead of falling a prey to the Wes' viler 

we will be the losers, not they 


For, really speaking, we are only trying to prove that we can play our music or,- e s , 
This is not a sign of progress or improvement What do we gam by simply prov y ny. n : .. 
do ’Riaz 1 , research and further improve on our own instruments 7 


You have started a Sangeeth Ashram. Can you say something about it? 


My Ashram is called - 'Vrindawan Gurukul' and is located at Juhu • Parle s 
the old Gurukulam style where the Guru is more like a parent My 20 - 25 students have liter a y bee- 
adopted by me Food clothing and shelter is provided free and do not charge a . tee ' 
qualification for entry is talent, a musical mind and total surrender to the world of 
enrolled student cannot take up any other curnculum apart from music h v.- >v - 
dream project and I am very grateful to people like the Tatas .vtio na . eexte^ Jc it - s 

me realise this dream My main aim is to revive the old Gurukul system and encourage 
to totally submerge themselves in music with no other side distractions 


We also have programmes by invited artistes for the sake of our students Ai$ 

November every year, we have children's programme in which young tale 's "c" (s 

the dais to perform Entry is free and open to all interested public 

What is your vision of our classical music in the future ? Wh3t would you xe to oa. s 

present generation of students ? 

Our classical music was always, is always and will always be grand Initially twas.-vc e. 

withm our Indian boundary Now it has crossed the frontiers and is appreciated through . h . . r 
Our tradition will never die. so our classical music will reign supreme f crave 


My advice to the younger generation is - always be with music either as a student cm* ' ^ 

a listener Without music there is no charm in life Mus one ph , 

medically fit In my expenence. I have always found that personality shows on the a .sola * ■* 
One can easily see a glow, an expression of serenity and calm o« a true musician s ' 
is closer to God Such a glow will be missing in a common man with total lack ot <■ 


- Lalitha A. Bharadwa; 
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i ult null Scent /if Mumbai 

•A Great Prelude to Golden Kra 


Annamacharya. the Pada Kavita Pilhamaha. no 
(ioub!. was a Vaggeyakara of 15th century when Bhajana 
tradition was predominant His outpourings of Keerfanas, 
preserved m copper plates found in Tirumafa Tirupathi 
Devasthanam. came to light only a few decades back. 
Neverihiess their poetic excellence, their Bhakti Bhava, 
then melodic potentialities and their inherent classical 
aestnehes are in no way inferior to the creations of the 
GtrtJen Era it is in the musicians to explore the Sangeeta 
Kavitva and Sahitya Madhurya' in Annamayya's 
Sankeertanas and present them with the classical 
aesthetics, elevating them thus to the status of Kritis. 


The magnificent service that Sangitha Kalamdhi 
Nedunun Knshnamoorthy has rendered to the Pada Kavita 
Pithamaha, history will never forget. Not resting with 
e*p'onng and tuning alone, he has brought them on to 
performing forum in a full-fledged classical Margam. 


A 3-hour recital of ‘Annamacharya Keertanas"? 
Rasikas questioned Could mere Sankeertana sustain in 
i solo concert 7 Audience was in for a surprise The 
Sangeethanjan organised by Shanmukhananda jointly 
w«ih the Annamacharya Cultural Centre on the 
vaggeyakara's Punya Thithi turned out to be not merely 
an Anjali to the Savant but an eye-opener to musicians 
dod music-lovers on the potential inherent in these 
oppositions for a classical concert. With his total 
mvolvemen, in the Sahitya and Sangeetha Nedunur, 
brought^ul these mherem potential in hit concert 


Bhavamulona (SuddhaDhanyasi), Sakala Santhikaramu 
Sarvesa (Bahudari), Gummani (Purvikalyani), 
Sadanandamu (Kharaharapriya), Ramachandra 
(Dwijawanti). Palukute (Bhimplas) and Muddugare 
Yashoda. 

Alapanas of Suddha Dhanyasi and Kharaharapriya 
were a class by themselves, marked for fertile imagination 
and facility of delineation, each a model prelude to the 
composition that was to follow. If Suddha Dhanyasi was 
invested with devotional fervour, Kharaharapriya had an 
added dimension of extensive artistic build-up. Structured 
with measured phrases starting from short crisp one 
gradually moving an to elongated Sancharas, the build- 
up projected the pivotal notes, the multifarious Sancharas 
that could be melodiously woven around with evocative 
pauses, and the majestic finale with absolute Saukhyam 
A model for the youngsters to emulate. So was the 
composition, call it a Keertana or Kriti, Sadanandamu, with 
the Niraval at Nayamagu Shravananandamu and 
Swaraprasthara - spin up that was a great pleasure and 
education. 

He kept his accompanists on toes weaving 
Swaraprastharas of shorf-strips and Sarvalaghu 
permutations in quick succession, that opened up the 
wonderful vistas of permutations and combinations. The 
sessions of Swaraprastharas for Suddha Dhanyasi, 
Bahudari and Kharaharapriya in themselves were a 

segment so satiating, not to speak of Alapana and Kriti- 
rendition. 


From spnghtly splendorous stride (till a few vpar* 
back) to the .Sathv* Sowkya v„ambam today, NedTn 
music has been one stream reflecting the nch aesthete 
sensibilities and evocative mun,f,Jce 0 f our dam 
music Sarvalaghu Saukhyam- has been h,, i nrt I h 
with built-in Inlncacy both In melody and rhythm The 
Sancharas «i Alapana the Prastharas in Kalpan^a Swaras 
m the concert made a totality ol Raga image S 
education to the students on these Manl a ^ 
and a fulfilling cutchen to the listeners ce s 

Opening with the familiar Vandeham i, 
Mam (Hantsadhwam) studded w .h Swafa 
0 " Wm,,c Sra ^m Nedunun proceeded m 


K. Sivakumaron the Violin settled into the Vocalist' 
stream after initial hesitation, may be due to low Sruti Hi' 
pari'cipation in Suddha Dhanyasi, Kharaharapriya wai 
remarkable.! S. Nandakumar (Mndangam) finely follower 

soft^lnT S u pac T e u W ’ ,h cer1ain precise anticipation anc 

“ " n > «„p 

Wes he reminiscing, recapitulating the heydav o 

<»• »4 

Ganaadh^ 9 h ' m? RaS ' kaS lmpression was 'bat Shram 
? J! reVe " ed in reproducin 9 great 

r The impression was not wrong for save 
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Another Vaggeyakara Day which was celebrated 
with a full-fledged Hindustani vocal concert was that of Pt 
Vishnu Digambar Paluskar and Pt Vishnu Narayan 
Bhatkhande. (March 19). Asha KhadUkar. a renowned 
artiste paid her Sangeethanjali to the Savants 


though slightly towards Madhyama pace exuded all the 
charm of the pause-filled Vilambam, the Visranti with an 
impact of its own and Sriram's capacity for a sustaining 
style. Would Sriram explore this avenue further to his 
advantage ? 

Asha Khadilkar is one of the few vtho sings with a 

The concert was marked for its good team spmt - flair for the lyncs. be it a Khayal or a Bhaian. whose accent 

H. N. Bhaskar on Violin, Poongulam Subramamam of Bols is clear and ^10 sings with the feel for the Raga 

(Mridangam) and Kartik (Ghatam) - all revelling in the great Bhava and Sahitya Bhava She chose two Ragas for m<*or 

master's style and playing with grit and gusto. delineation - Marwa and Bhoop specifically for the concert 

as these two gamed their presentational norms from the 
Another concert of spirited youth team was that of great path-finders Paluskar and Bhatkhande. The opening 

T. M. Krishna (Feb 12) with Lakshminarayan (Violin). Arun Marwa was very imposing, presenting the Raga 

Prakash (Mridangam) and Purushoththaman (Kanjira). A nutshell The delineation moulded in an Anjali to the 

concert that toed the Sampradayic path, in a well- Vaggeyakaras. the Almighty and the Muse was perceptible 

nourished Vilambam, presenting expansive Alapana as she geared the Bandish Toohi Jagadaata Tero Mana 

dotted with 'Dheerga Kaarvais' and felicitous melodic flow. Japatha, a traditional number. Every step m the build-up 

Good voice slightly with a nasal twang was an asset and of Bol Alap reverberated with the mood an : m • 

he sang with the feel of the song . reached Tara Shadja in Knjpaandtn after phrasing through 

many Shadja- Vaga avenues one was transported to an 
Sankarabharanam was well- tempered with ethereal world 
aesthetics and even the standard phrases came off with 

their subtle beauty. Enduku pedda/ava/e in Vilambam was The measured Vilambit he ;)ed her cons 

a listeners' pleasure and Niraval and Swaras for Veda enough energy and ebullience for the fast darts of Gamak 
Shastra Tatvaarthamulu Delisi were meaningful. Here is Taans and Bnkka Bols 
an artiste who is carving his own style and may progress 

into a second - liner. Aaj Sab Mile Ave Gaavo in Drut revealed ihe 

classical vitality and devotional fervour in the rendition 

One cherished the Tani. Arun Prakash's 

(Mridangam) intricate strokes with tonal softness and Next was Bhoop wherein her amazing comminfl 

Purushoththaman's (Kanjira) rhythmic spin-up in tone- of voice, its mellifluity, powerful range pfiafc&fyetoceiw 
modulation made the rhythmic essay not just a percussion into full play The Bandishes m VilambH - 

interlude but an extension of the Sankarabharanam suite impressive, especially the Drut m Gamak - 

Dikshitar's Mamava Pattabtvrama (Mamrangu) and very structure had this inherent beauty art ska ' ^ 

Idudaane Tillaisthalam (Behag) were other highlights Hon, Hamsadhwani. Bhairavi ^ 

expositions and the Natya Sangeef O^aianse 

* * * * * to classical stature. 


Endowed with a sweet, melodious voice and 
dedicated to music, both classical and semi-classical 
including Natya Sangeet. Asha has been fortunate to have 
undergone training at the feet of many stalwart Gurus, 
such as. Pt Balaknshnabuva Mohite. Mamk Varma. Pt 
Vashwant buva Joshi of Gwalior Gharana and Pt Shankar 
Rao Abhayankar And her professional career has been 
needless to say. one of steady ascent in which she had 
the guidance of Dr Vamanrao Deshpande and Pt. Jitendra 
Abhisheki 


Kaarubaaru (Mukhari) which spoke of his ease with 
Vilambam.the rest was all music of swirls and whirls a 
show of skills and vocal gyrations. With his present control 
over the voice, the energy he exuded and the fine sense 
of Sruti the programme (March 2000) was exciting and 
entertaining. Manasa Etulo (Malayamarutham) Amma 
Ravamma (Kalyani). Sevikka Vendumayya (Andolika), 
Todi in Ragam, Tanam, Pallavi suite all marked with fluency 
was typically in the master’s Bani. The alapanas of Kalyani 
and Todi in the varja vivacity, their fluency, frescoed finesse 
were all good. That he has done his riyaz ngorously goes 
without saying. But the one Vilamba piece, Kaarubaaru 
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The leam concept in the concert was exemplary. 
Seema Shirodkar's Sangat on Harmonium was not just 
'Keeping Sangat' but playing Sangeet Her 8hoop where 
she almost reproduced Vocalist's Bol Taans spoke of her 
prowess ft was also a fine gesture on the part of the mam 
artiste to allow full-stream sangat to a Harmonist. 
Viswanath Shirodkar's Tabla was marked for inspiring 
fluency 


The other Vaggeyakara Days such as Saint 
T yagarata Aradhana and Sangeethanjalis to Purandara 
Oasa Syama Sastn and Papanasam Sivan were 
celebrated by giving exposure to many a teenage talent 
besides amateur exponents Quite some fresh talents 
cou»d be scouted from this Anjaii concerts One who stood 
outstanding with resonant voice and rare repertoire was 
M H Knshnan who paid homage to Purandara Dasa Here 
is a talent a Chela of Alamelu Mam, who could go a long 
way in professionalism if he trained intensively and 
practised regularly 


Another was V Ramaswamy, a talent already 
made mark and featured in Talent Promotion Programme, 
who rendered Syama Sastri's rare Mayamma 
(Natakuranjl) and Todi Swarajati 

Accompanying both was L Ramaknshnan on the 
*o<in. a budding star of the Shanmukhananda Sangeetha 
V.dyalaya Being trained under Visalam Vageeswar he 
marvels in the Guru Bani* of *Karma Yogi' T S 
Krishnaswam.. He created waves a year ago in Talent 
Exposure concerts (organised for the Vidyalaya students) 


ama . l<n5hnan ’ S ar1 ,n,l,nc, is “""thing in-bom 
hl * 9fasp ,ns,afll ' a " d ^ brims with originaHty Hi, talenT 
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is being nurtured in the right direction with caution and 
care by his Guru Visalam (a disciple of T. S. 
Krishnaswamy) who is known for her disciplined, 
painstaking coaching. Ramakrishnan’s one-hour solo at 
the Balaji Bhakta Darshan's annual 'Vanamahotsava' 
before Lord Balaji towards the close of January could verily 
be called his Arangetram. 

His bowing was soft; his fingering fluent and there 
was a deflective grace in his play. The streak of originality 
that he displayed now and then may turn individualistic 
with intuitive perception and discreet delineation. His 
Hamsadhwani (Vandeham), Begada ( Anudinamunu ) 
Marivera (Shanmukhapriya) were all played with relish, 
the Alapana and Swaraprastharas showed his zest for 
exploring Sancharas both standard and off-beat. A star 
worth watching. 

He was inspiringly accompanied on the Mridangam 
by K. Kumar (a senior student training under T. S. 
Nandakumar, a much sought after teacher). 

The celebration of Mahakavi Subramanya 
Bhartiyar's 11 7th birthday was exclusively by the students 
of the Shanmukhananda Sangeetha Vidyalaya in 
(February). About fiftyfive students under the guidance and 
direction of over eight teachers paid their Anjaii singing 
the songs of the national patriot poet. It was a moment of 
satisfaction to those involved in the production. 

w Am ' dst * he chan,s of Ja Y a Jaya Sankara Hara Hara 

Ho ness Sri Kendra Saraswati Swamigal 

^' iayendra Saraswa,i Swami 9 al graced 

torils m ,° n , h ^ 14) and bl6SSed ,he organisation 
for its multi-faceted activities. There was a special concert 

son GaSri n Th V Mahara ' apuram Sri ™asan and his 
f The youn 9 ster was initiated into tne 
P mg stream with the blessings of the Pontiffs. 

■ KINNARI 
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7 * * ■■ V | V 


Srutih Mala Layah Pilah is an age-old adage Born 
these vital elements should fuse gloriously in one's 
approach which results from an interpreted vision of music 
These are indeed indispensable when the sublet of 
musical feeling and melodic purity is discussed 

But today it is painful to witness competent 
musicians - senior or junior, (who are capable of successful 
advocacy of classical rules) falter, and they are found 
wanting in these vantage areas. Or. are these musicians 
freeing themselves from the burden of producing sensitive 
music, making it thus sound meagre, as sensitive music 
demands total involvement, wherein both the mental and 
physical element is involved 7 


Art I hou? 

Sangeetham occupies a major portion in musical 
delineation but what is the use .f aesthetics does not 
Wjfooe in bold relief in the artist s interpretation of mustcai 

Artists today also indulge excessively in 
owaraprastharas Tyranny of Swaras would be a more 
ZT term - * f 1 ma y use it The musician's exhibition 
of skill pursuit of a method of rhythmic explicitness and 
emphasis, temptation to ovennduige at times, ends up in 
avoc leaving Sukha Bhava to naught One of the mam 
casualties in the process is Sruti Once this vision of Sruti 
is lost, be it consciously or unconsciously, the music’s 
stability is bound to suffer 


The Sruti virtue is what breath is to life It is the 
paramount pnnciple on which the musical value prospers 
There is an impression that Karnatic musicians have 
assigned Sruti a much infenor position in order of musical 
priorities. The consequence of this has been disastrous 

Voice culture is a pnme feature of Hindustani music 
Sruti consciousness is foremost in the mind whenever they 
perform, unmindful of the place, time and occasion 
Musical feeling, melodic purity and tonal virtuosity thnves 
only when Sruti fidelity is given the importance due to it 
Here one must compliment the Hindustani musicians They 
are very particular The slightest Sruti lapse is virtually 
unpardonable for them 

But Karnatic musicians seem to be least perturbed 
They instead claim that our music presents a very difficult 
terrain and it is difficult while traversing it to practise 
adherence to Sruti with perfection Sruti is thus left 
neglected, but on the contrary it exposes the unnounshed 
tone In fact, this is clearly directed towards one s 
deficiency and impairs musical capability 

Aesthetics thus positively comes down the order in 
the list of priorities Exhibitionism has become today's 
musical jargon Glamour is all that the eyes see. and the 
ears have fallen prey to pyrotechnics and gimmicks both 
of which have become predominant in the so called 
musical treat offered today 

Will aesthetic sense ever get elevated in the 
order of preferences 7 One admits that Manodharma 


Thus sublime levels of excellence are not ascended 
primarily on account of the smug satisfaction whr.h 
musicians denve from attainments Much are lesser in 
degree. Idealism should be stnctly adhered to in classical 
music, but it is not a feature of today's music and is not 
welcomed by many Rasikas and the musician’s fraternity 
too. This only goes to prove that professional music and 
idealism cannot combine successfully and thnve in today s 
music concert platforms 

It is a pity that even musicians capable of great 
music and advocacy to idealism do not pay adecuate 
attention and fail to fulfil this noble mission w m 
commitment They tend to give a glimpse of this sensit. * ,:y 
in patches, and instead time and again justify, highl-ght.' g 
the enormous mental and physical effort as also the strain 
involved in producing music of the highest order The 
audience, thus not exposed to real music is in fact 
projected the diluted version of the deep springs frerr 
which profundity flows 

It is but true that the dear melodic accent and dee. 
Gama ka culture of our music expects a lot from the 
practitioner • on Sruti consciousness too But it must he 
stated, that this lapse has not been that grave »n these 
musicians who take care to see that ther voice movements 
abide to Gayaka dharma unlike other musicians who 
haveignored to harness the tone to dassical excellence 
and have mtead succumbed to the temptation of 
propagating cheaper techniques to please the auc enoe 
and win acclaim These exerases have unkytunateh 
been accepted and have become popular on rv « .i 
that music is full of vanefy and vitality These may be n j. <ed 
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, jeMhfM music but if analysed very closely is erratic 
r»>svict of Sruti cobession The musicians should also 
real< , 6 ;■ if they are misleading the listener 
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andSabha officials, are not called to perform. They are 
condemned for not being able to pool in enough gate 
money for the Sabhas patronising fine arts. 


• , basis on excessive rhythm and Brika forays 
ism of the prime reasons which spoils the voice and in 
v p-ov. 'S impairs its musical capability This titillating 
„ , t-ratei- t along with dynamic drum collaboration plus 
!- amplification drowns the music The Cutcheri 
,.;ii 1 Hi iy has St irted emphasising Laya and artificial 
r ' it»/..r it the cost of melody Quietitude and the 
. efK-J i » be evoked only by lucidity of tone, a 
yrftue that can be possessed only through deep Sruti 
>. socusness and fidelity to refined techniques of musical 
nodjlation Sound production has to be very 
sira gr tlorward it the tone has to be musically employed 
to present the beauty ot classical music Substance alone 
cannot be made musically attractive And at the same time 
will our musicians also realise that the surface melodic 
ipproach just will not suffice for Kamatic music? 

Gone are days when great practitioners of Ihe art 
used to stress repeatedly that one should not sing for the 
audience but instead elevate the listeners to such a level 
is to ma«ie them accept the tone and expose them to 
n i\ mus- Ton unfortunately, the scenano is changed 
Musicians who do not adjust to these rapid changes or 
even follow the bidding of certain music enthusiasts 


The calibre of advance level students or for that 
matter even seasoned musicians were assessed firstly, 
by their ability to fine tune the Tanpura. Tuning the Tanpura 
also requires a high degree of Sruti sense. On mastering 
it enables one to identify subtle Sruti variations and tonal 
variations But today we are in the electronic age. and we 
see music students, beginners and amateurs opting to 
sing with electronic Tanpuras and drone. This has deprived 
them from using the oldest drone instrument, the Tanpura. 
The Tanpura is slowly fading out and the electronic era is 
setting in fast. 

One is sure to miss the Tanpura and the Sruti sense 
associated with it. However difficult it may be to play or 
handle the Tanpura, the Nada produced with tonal richness 
on plucking the Tanpura remains unmatched, which 
undoubtedly cannot be reproduced by today's electronic 
drone instruments. This is the primary disadvantage of 
the electronic and automatic tuning models available today, 
although portable and advantageous for many reasons. 
The Tanpura helped musicians realise the semi-tonal and 
micro-tonal variations which created overall aesthetics. 

- Seekari 
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„ Nritya Geeta Mala 

Nr Uv a Geeta Mala - Volume II \u r 

2000 by Di V Subnunamaii Presided SK 

Sabha at SIES High School Hall. Mumbai “ F "’ C ArU & San ^.lu, 

music but ai5 ° ,n — ■ 

fralermty ,n particular not only in Mumba, but ,n other places of lh^ d . a SInct ' ',£32*5 
where Bhara.a Na.yam flourishes *h genteness 

Recipient of several titles like ‘Kalavani’ ’Natya as !^| She,sA " tynotonly,ohefd ' sc, P |esf 
Tilakam”. "Natya Nipuni","Natana Kala Bhushanam 1 

"Shreshta Kala Acharya" (M P Govt.). "Lalita Kala Ratna* She was the first guru to star 
Nntya Sudhakara etc the most rewarding perhaps is Nattuvangam and Natya Sastra and conduct rwe < 
the Rajya Sanskrit Puraskar for Dance conferred by the ^ same with external examiners H< 

Govt of Maharashtra in 1 998 Rajee is the only South Indian chosen field and thorough knowledge c 
to receive this Lifetime Achievement Award since its acknowledged by her mclu< 
inception two decades ago and it is an acknowledgement Dance by the University of Mumbai where si 
of her contribution to the cultural milieu of Mumbai A little mor e than two decades She is also th 
bit about Rajee's background would reveal the aptness of practical exam ner fc BF- v • • 
the honour. 

Several of her students have set up tenches 

Rajee, the last of eleven children was bom to Nntya Geethan s i noton . if ■ $• 

Gangammal and Narayana Iyer in Madras Her training m countries abroad like Canada. US 
the twin arts of Bharata Natyam and Kamatic music began Singapore where they are carrying on the iradu 
when she was four and was nurtured in an environment * rom their 9 ur u 
replete with music, dance and cinema It was no wonder 

that she cut her first gramophone disc when she was barety Guru Rajee Naraya* < ' t' b jt 

four and a half years old besides acting m two of her father's training her students Her imme- 

films. with formulating and choreographing mtncale 

spruced up several compositions and were 'he . - 

Rajee had advanced training in music from of all dance lovers Her repertoire is se 

Thoraiyur Rajagopala Sarma and was groomed by Guru she can conduct several re 

Smt Lalitha of Saraswati Gana Nilayam Madras, in the re P fca: n 9 a single Jem 
intncacies of Bharta Natyam and Natya Sastra Incidentally. r ept ,r ?oire ensures '' v her dis les 
she was one of the three disciples of Lalitha to be honoured ^nguages perform to at 'east or 
at the diamond jubilee of Saraswati Gana Nilayam. in July ,00 9 u6 She is one guru w "o ’ as f 
1998. for carrying on the tradition of guru sishya parampara *o v ® lorn Nayika compositions tor herd 
through their own institutions Rajee had also received of their age but has given mperta* :e:^B i 

training in Kathak, light Hindustani music, and Western tna! she escfiews 1 

arts like the piano besides dancing the Scottish reel and enough understand the nuances a e 

the Irish jig. She began performing in earnest from the age Wl|f1 d, 9 nifv 

of nine and has been a graded artiste of the All India Radio . a , 

for over forty years - Ra ^ ^ ven( ,0 

music several lyncs composed by her and cnoreog ^ ne * 

Her career as mus,c and dance leacher began in them to her sMen.s Her wmpas.wns ^ _• 

1952 in Madura, where she settled after her mamage A Tam, the, mother tongue but *se ,n Te.ug„ 

few years after she lost her husband she shifted to Bombay - 1 v • ,r ' 1 K 1 1 

in 1965 and sel up her institution Nntya Geethan, an and A (|0n Q , her compos ,t,ons , ■ • , ■ 

has since been teaching in Matunga. Chembur Sion and . J . . Rh . , u 

Colab a It was not long before she established herself as a ^ * 1 * : , has 25 conyos »»or s 

dedicated guru who trained her students not only in Bharata 
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Guru Kaiyansundaram receiving the Book 


ir. tnree s^ots viz Tamil Devanagari and English with 
.vo f d »o wore meaning and summary in English, musical 
■ v -r r ' jatis it is the first of its kind and a boon to 
dan coking for new compositions and its structure 
enables any dancer from any corner of the world to 
comprehend, sing choreograph and dance to any 
omposii on with ease It has been well acclaimed by 
dances and crises like T S Parthasarathy She has also 
;>uNisded Nalya Sastra Mala a compilation of her lectures 

sljrtenl5 ,h a> succinctly explains Bharata's Nalva 
Sas/re 1 


It is a measure of her awesome creative output that 

I e as rec ^ ,| y Polished Nntya Geeta Mala • Volume II 

3 C ?r S,,,0ns ,hal IS P art| y danced by the 

ase.'T , a ,ak «**"" The book was ^ally 
, a,e1 on "'day 10th March 2000 by Dr V 

Subramaman the President of Sn Shanmukhananda Fine 


Arts & Sangeetha Sabha and received by Guru 
Kalyanasundaram of Sri Rajarajeswari Bharata Natya Kala 
Mandir This volume follows the same pattern as the earlier 
one, but is different in that it includes Varnams and Padams 
in Hindi, Nayaka Padams exclusively for male dancers, 
Nindastuti, etc. She has used rare Ragas like Charukesi, 
Dharmavati, Navarasa Kannada and Hindustani Ragas like 
Pilu, Behag and Kalavati. 

Rajee has the distinction of being the only guru who 
imparts training in Bharata Natyam, Karnatic music, Natya 
and Tala Sastras, and Nattuvangam. Far outweighing this 
is her uniqueness as the only woman Vaggeyakara of our 
time Yet it is to her credit that she is humble and self effacing 
and goes on with the art of teaching. Mumbai and South 
Indians in particular, are proud of her achievements and 
wish her a long and healthy life. 

- Rasikapriya 


SH7lOWV\4 r Ul^hryi 

wishes a (Tits 

'Readers, Contributors. Advertisers 






e U. 


••• . i ' J ‘ shers A Happy TamiCysTexv Year 
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Maigadarshi" ol Maniptiri 

By kinnari 



Guru Bipin Singh 


What was conceived and programmed elaborately, 
comprising about 70 artists, to felicitate the internationally 
acclaimed Guru Bipin Singh for his creative life-time 
contribution to the art of Mampun Dance, by stroke of 
fate, turned out to be a homage, a tnbute to the Guru (He 
passed away on January 9 this year). 

Sana - Leibah (The Golden Land of Manipur) was 
as per the organisers, the Banyan Tree and Jhaven Sisters 
"a never before Festival of Dance Music & Martial Arts 
bringing to fore the rich legacy of Mampun (presented on 
20th and 21st January of this year at Rang Bhavan and 
Shanmukhananda Hall respectively) In fact it reflected 
the Guru's genius and versatility in exploring the 
potentialities of the Mampun and elevating the same to a 
great classical art form It was a mass-scale performance 
well-knit well-choreographed and presented with aesthetic 
finesse 

The name of Guru Bipin Singh conjures up vision 
of "the art of subdued eloquence" that is Mampun The 
genius Guru was ever in search of new expressions based 
on scientific analyses of classical elements inherent in the 
art, its intnnsic beauty evolved over the years so much 
so he became synonymous with the very artform His 
mission his passion was directed towards establishing 
Mampun as a classical form cleanng the misconception 
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lha! 11 was 3 folk art and convincing that it nad rich tradition 
and classical roots 

It all started with his inborn talent and interest n» 
- an 9 foe Laya extending to tasya. the grace that is 
me epitome of expression of Man-pun Bom on 23 August 
1 - 1 8 tamed in music and dance left home in Cachar 

msirct of Assam on a quesi of inf true classical idiom r 
Manipuri He had intensive training m Manipur! dance from 
various Gurus and interacted with many reside < r 
Manipur and the distncts of Cachar Sylhet and Tri; jra 
Among the well-known Gurus fie trained under sun as 
Guru Amubi Singh Guru Amudon Sharma and Guru 
Atomba Singh Bipin found a keen aesthetic at' nit/ ■ 
style say Gharana. of Guru Amudon Sharma a la vavs 
sought inspiration and guidance from him for bis ow 

Guru Bipin Singh's efforts //ere directed towa ts 
exploring and expenmentmg with the dramati : potent' i • es 
of the Mampun dance He incorporated its varous toons 
in his dance-dramas which he composed to suit tr.e 
demands of the theatre He had a collection of .am is 
texts manuscnpts He also collected many trad ; x.a 1 ; - 
music - Padavalis and songs Tala compositions fr k i 
tradition belonging to Gurus and scholars of Manipur Dvr 
and above he himself composed many songs fc* dance 
Tala etc 


According to a note prepared by one of his versatile 
disciples Darshana Jhaven 

Gum B<p*n Singh’s involvement m continuous 

research and numerous visits !o Manipur mad*? 
possible tor him to collect many important manuscnpts 
and Vaishnavite texts ol dance and music mn rao 
enabled him to edit a few ol mem He hao x v >- 
related oral traditions ol Mampun Danong with these 
lexis and collected the classed! e-emenrs c> Va • 
Dancing and composed dance and mus^ com. os 
Mblch enabled him to transplant the traditmna an or 
Mampun Dancing to the theatre wihout ** 

pnstme punty 


i the cooperation of Jhaven Sisters vttvaftaix 

financial ass.siar>ce from W Fcv-mi* 
arlanalaya Guru Bipm tape tv 

nn«.ble dance, music me y 




shannon* 


y, w rn.vmscnpls and undertook publtcalions otrtrythm 
.v m n and traditional) Knshna tow Sartgeet 
, . , ,-msS) song* (traditional as well as his own) 

„ „ been guiding many students of Dance and 
to the field of Manipuri Dancing who leceived 
v holjfships from Government of India 


>\s creative contnbution in the field of Manipuri 
q«ko which reveals his scientific attitude and scholastic 
W c* ;h ;,r»p.y deserved to be recognised as his own 
• Mampun Dancing No doubt he was 
ser choreographer scholar • 
one Yet very SatviK true to the 
i,, * 'influence' so charactenstic of the dance form 

r , v ^pounded He was a perfectionist, hailed 
i jt < t mof niost disciple Nayana Jhaven 


In her Foreword to the book written on him by 
N , v ,. j .haven Kamaiadevi Chattopadhyaya lauded 
Guru Bipm Singh for ‘stabilising and popularising Manipur 
ti i :e post .ndependence era" She observed 


His methodological ano meticulous 
v--n . : m ent .ltd not believe in short cuts but only in 
e< eiienre .Vhf-i an ancient an had to be brought 
r " m i nsiream of the country, he did it with 
i f i nr atior and maturity without impairing and 
siuiMyrng ine old forms and movements He was 
• «!■ ■* r not stale and with his great respect for 
" » an he knew that its greatness and achievement 
re ' !c '- ! w l! s mner life not just repetitive movement 
Hu continued research, ms ceaseless hunt for 
i-- ’►* inq .ind mprovmq what he inherited marked 
tn- > i «ii w unusual teacher 

Hr was fortunate to have versatile Sishyas like 
lhavc f ' S* ster * Kaiavati and others to enunciate what he 
fc.i vored and experimented and lo this day they have been 
on the mainstream propagating the legacy left by the Guru 

* * * * 


As a mark ol respect to the great Guru it would be 
appropuale to let the Guru hrmself speak ol the 
" e " sl,cs 01 ,he dance lorm he cherished and 

Tn» dance mo,m«n Abhinaya Tala 3onos 
" * be yi ewen , lnd en|0y ^ 

teners ol tat ** w 

wilft the other dance styles 1 500 
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According to Shastras. there are three different ways 
Swanugata. Anugata and Gamaka - in which 
Angikabhmaya (movements of different parts of body, 
Anga. Pratyanga. Upanga) is done Swanugata - the 
meaning is conveyed only through body movements 
including hand gestures without the help of the song 
Anugata • each word of the song is conveyed through 
body movements including hand gestures Gamaka 
• the meaning of the song is conveyed through body 
movements suggestively. 

In Manipuri. mainly Abhmaya is done in the Gamaka 
way i e facial expression is subtle, subdued though 
natural and hand gestures suggestive and not 
realistic The root of using hand gestures is found in 
the ancient traditional dance of priestesses "Maibis" 
in the festival of Laiharaoba. They describe the 
creation of earth and man. The hand gestures are 
natural e g , Leipomba ■ the bud is shown through 
'Koraka'(W) for Kati (scissors), Kartarimukham is used 
(iii) for Yumbi (Pillar) Suchimukham is used 

These, along with the hand gestures mentioned in 
the Shastras were developed and codified and used 
in Rasleeias in its own stylised and suggestive way. 

Sometimes the meaning of the song is also conveyed 
through movements of the entire body without 
emphasis on hand gestures e.g., Gajagamini. River 
Jamuna, Kandukkreeda, Holikakreeda etc. 

An example of ’Khandita Nayika’. to show natural and 
suggestive facial expressions : 

Radha is Uttam Nayika (one of the three kinds - 
Uttam, Madhyam. Adham) The Vaishnavite scholars 
have subdivided Khandita into 8 sub-states such as 
Nmda, Kruddha. Bhayanaka. Pragalbha. Madhya. 
Mugdha, Kampita and Samtapta which become 
elements of the compound emotion of pathos. This 
is shown in subdued and suggestive way in Manipuri 
style because this style is develped in the temple 
having more emphasis on Bhakti (Devotion). 
Abhinaya is always done with restraint and dignity so 
that there is not a slightest possibility of creating 
sensuality in the mind of an onlooker as well as it 
should not provoke any strong emotion so as to affect 
the devotional feelings (Bhakti) of the onlooker This 
is strongly believed in the tradition of Gaudiya 
Vaishnav sect of Manipur 

The Vaishnavite Shastras like Bhaktiratnakar. 
Qovindleelamritam etc., available in Manipur and 
followed by the Gurus describe the use ol hand 
gestures and other body movements in order lo 
express stories of Radha and Krishna 
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The distinguishing trait of Manipur, is an expression 
entirely through body movements (Nntta) Reeling 
emphasis on any one part. The movements are 
rounded continuously mingling into each other Hence 
it is very difficult to determine upto what limit one 
must execute particular movements unless it is done 
practically under the guidance of Gurus with natural 
grace 

However, the movements should be done 
distinctly i.e., each movement should be over 
before starting the next 

For example Upleti (Pidhan Bhraman) after 
turning round the right hand should be completed at 
the chest The bending of the knee ( Phemamba ) is 
one of the characteristics of Mampun but that also 
should not be done very often Old Gurus used to do 
it only at certain places. The hands do not go above 
the head or below the waist unless it is done in 
Abhinaya The knees and feet are kept very near i e 
not more than 1 1/2' apart The body movements 
should be done up and down (Ipom) like the waves 
of the sea that also at certain places only and not the 
spring movement. The torso movement should be 
done sideways. There should not be any hip 
movement The upper part of the body should be 
natural and not stiff or hunohbacked The eyes and 
neck should follow the hand movements However 
the chin should remain natural and not upward 

Manipuri has got two distinct divisions of 
Tandava (the masculine) and Lasya (feminine) 
Lasya in Manipuri is lyrical and graceful Some 
in the name of grace, overdo movements of the 
hands and body which I feel are influenced by 
Uday Shankar's soft style But the old Gurus 
never did this Even the present well-known old 
Gurus of traditional Ras are absolutely different 
In fact, they will never be able to do such style 
The real grace is in control, restraint of the 
movements of neck, torso and hands Otherwise 
by overdoing movements all movements will tend 
to look the same and will mar the onginal Mampun 
style and create confusion among the onlookers 

In Tandava (Krishna Tandava) though 
there is grace, the movements of jumping i.e 
one foot lifted honzontally upto the other knee 
should be done properly with little force keeping 
the feet and knees close, so as to distinguish it 
from its conterpart Lasya 

The movements of two divisions of Tandava 


Gunthanarn (Knshna Tandava; and Chalanam 
(Choioni Tandava) should be done distinctly having 
different basic forms i.e.. in Gunthanarn the knees 
are kept as close to each other as poss-ble and in 
Chalanam the knees are kept ap*t at a particular 
distance and bent ( Thongkhong ) 

La ^>ya there are two divisions 

1 Simitangam which has slow movemenis e>* 
wth restraint and is done m irarlii>onal Bh»>gt Pawns 

2 Sfuntangam which has movements on three • • is 
and is done Pungloi Jago 

sometimes feet movements are done befor ti $ 

stress specially in Natpala known as 
Mathoogchatpa and so some say that the bells 
were not worn in Ras. but in Rasieetu rarely such 
steps occur and even though they come from 
old times, bells were worn and were known as 
Kongji with small bronze tmkiets They are ncl in 
much use now but instead they use bead 
ornaments called Nupoor 

PRABHANDA 

Musical composition (Prabandha) is divided into 
two Nibaddha and Ambaddha 

Ambaddha is one which does not have any fued 
time measure (Tala) It s l ve Alapa in mu; : Such 
bo! compositions are many m Mampun such as 
some composition of Mndanga Raga. Sara and 
Bhanga The Mndang Ragas are mvocalory bois 
and are played at the beginning of programmes 
The other variety is played at certain places only 
Nibaddha music has flexed lime measure 
Mampun excels in the use of Innumerable Taras 
(time measures) and their intricate and 
complicated rhythm patterns Mampun has got 
Geetaprabandha and Tala Prabandha 

In Tala Prabandha more than one composition 
of Tala are played together Here the Laya 
(speed) vanes according to the nature ol the Tala 
as well as composition of the syllables (Bo/s ! 
is not compulsory to have one speed (Laya) 
throughout the composition e g Prabandha tike 
Sn Sachmandan' has got compositions of 3 
different Talas such as (1) Duytal (D Achouto 
(Tnputaswan) (3) Ganiendra (4) Tevda i u 
Panchamsa van (6) Chauta/ ( 7) Me ' 713te * a * 
Menkup 
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based errtrefy on 

mmrtontui Everrttheootnposmomstoed 

LinoneTata BvtxghoU He Laya (speed) sometimes 

^d^rTneed ol peculiar structure or 

cvinpostons <X syiaWes and sometmes the same 
speed s mantaned throughout 

There are three types of Talas: 

1 Shuddha Single pure Tala 

2 Snalag Combination of 2 Talas in the 

mam phrase e g Age 
Rambha has Talas like 
Javdik and Rupak. 
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In Goeta Prabhandha when one or more elements of 
music like Swara (musical notes) Pata (Syllables) 
Tenaka (auspicious words), Pada (Poem), and Biruda 
(Invocation of God) is added to Tala it becomes a 
variety of Geet Prabandha. In Manipuri many such 
compositions are popular in Ras and Natpala. e g., 

1. Jaya Jana Ranjani : has got all the 6 elements and 
is known as Medinijati Shadanga Prabandha. 

2 Swara Mandala : 5 elements except Biruda known 
as Nandinijati Prabandha. 

3. Tanum 5 lements except Biruda in Tanum element 
of Tenaka which later on was also used for words 
like Dim, tom, dere, tana are used) 


3 Sankima More than two Talas in the 
main phrase e g., Julake 
Jhulake Pyan has Tal 
Dashkosh Adachowtal and 
Rupak 

The reference is found in Sri 
knshnarasasartgeet Sangraha 

in Manipur Shalag and Sankirana are known 
as Pheratala or Phertal Reference to both is found 
m the handwnten manuscnpts of Gurus 

Sometimes Talas having less matras like 4, 
7.10 have more than one or two Avartans (cycles) in 
one Theka (mam phrase) according to the first line of 

the song 

Then the Athaba or concluding piece of the 
composition .s completed sometimes on firat Tal 
{Sama graha-tankok) or second Tali (Vardhaman 
tanyat) or last Tali (Hiyaman-tanmai) 

in Manipuri Tala system, 8 Jatis are prevalent 
i^e Ekaki laghu having 1 Aksharkal (one matra in 
present system). Pakshm. (2 Aksharkal). Tryastra-3 
Aksharkal 3 matras. Chaturashtra 4 Aksharkal 4 
matras Khanda-5 Aksharkal 5 matras Ritu- 
6Aksharkal 6 matras Mtsra-7 Aksharka. 7 matras 
Sankima 9 Aksharkal 9 matras These are found in 
many Mndang Ragas. and Talas in Manipuri its 
reference is in Govindsangeet Leela Vilas (Taladhyay 
shlok 79) in Mndang Vyavastha reference of Ektal 
having 1.2 4 matras is given 


4 Naderdam lom : (It is a part of a song Tatheia of 
Bhangi Pareng) having two elements i.e. Tenaka 
and tala. 

5. Sa, re, ga, re, sa : (a part of song of Sukhada 
Rajani. Song of Bhangi Pareng) having two 
elements Swara and Tala. 

There is a feeling that Manipuri is very slow. It is 
not so. The dance movements are always composed in 
accordance with the syllables of the drum. The Syllables 
are in accordance with Laya which depends upon Ras 
and Bhava. So all the three Laya (slow, medium and 
fast) are used e.g., Tal Rajmel in Natpala begins with 
Vilambit very slow speed then, Melavonbi is in medium 
speed (Madhya) in Melthaba (concluding portion) the 
speed becomes very fast (Dhruta). 

In Rasleela Bhangi Parengs are of slow and medium 
rhythm but Punglol Jagoi can be of slow, medium and 
fast tempo 

Manipuri dance style has got all the potentialities 
required for expressing different sentiments, moods, 
characters, situations, in a dance drama e g , for 
romantic characters or mood mainly style of Rasleela 
and Goshtha can be utilised For various Rasas like 
valour, anger etc., forceful, stately, acrobatic movements 
from Cholom or Thang (sword) and Ta (spear) dance 
can be used 

Manipur has a variety of Talas and rhythm patterns 
to suit different characters, moods and situations 

Ballets and dance dramas in Manipuri style are 
being composed utilising these various styles and 
rhythm patterns 
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1‘amlii Devendra Murdeshwar 

<19lh September 1923 ■ 29th January 2000) 


Being born in the Saraswal Brahmin family, the 
environment at the Murdeshwar home at Masur (in North 
Kanara district of Mysore State) was more than congenial 
to musical sensibilities of Devendra His father was a keen 
connoisseur of music and also played on the violin the 
flute and the Tabla as a joyous hobby All this made a deep 
impact on the mind of the impressionable young Devendra 
A chip of the old block, school-going Devendra also 
learned to play on the flute and the Tabla He showed a 
flair for singing stage songs and playing the Banjo (Bulbul 
Tarang) and Harmonica too 

Curiously, however, his interest in music remained 
relatively dormant till he came to Bombay in 1941 The 
arrival in the metropolis brought many opportunities to hear 
the great musical stalwarts of the time like Pt Omkamath 
Thakur, Ustad Bade Gulam All Khan, Ustad AmanAli Khan 
Pt. D V. Paluskar, Pt Ratanjankar, Surashree Kesarba' 
Kerkar, Pt Ravi Shankar and Ustad Ali Akbar Khan and 
many others All these meetings must have ignited the 
thirst in him to such an extent that even while sustaining 
himself as a sales representative he still found time to 
learn the Tabla from the late percussion maestro Ustad 
Amir Hussain Khan. Around the same time, he was also 
receiving guidance in vocal music from Master Navrang 
Devendra had a creative mind not merely limited to music 
alone and soon was learning commercial art Dunng this 
period, he also came in contact with another great vocalist 
Pt SCR Bhat. a disciple of Pt. S N Ratanjankar and 
together they spent long hours-discussing subtleties of 
music over Irani tea at a small restaurant in Santacruz - 
(a suburb of Mumbai) He used to tell me that these long 
sessions with Pt S C R Bhat contnbuted considerably 
to his profound knowledge of the Raga system 

The great moment in his quest of music came when 
Murdeshwar chanced to hear the inimitable flute maestro. 
Pannalal Ghosh, a disciple of Baba Allauddm Khan of 
Maihar in 1947 while he was still learning Tabla under 
Ustad Amir Hussain Khan and was known as an 
accomplished Tabla player So abiding was the impact of 
Panna Babu's music on his mind that he decided to learn 
the flute under the guidance of the great master And it 
was his great Ustad Tabla Maestro Amir Hussein Khan 
who put a word to Pannalal Ghosh about Devendraji and 
that turned the whole career for him Learning under 
Pannalal Ghosh. Murdeshwar practised day and night with 


exemplary diligence and it was not long before he became 
a pnme disciple and a -well-known flautist 

locn Mur ?* hwaf l°'"«l the staff of All India Radio in 
3S a flutist in the National Orchestra under Pi Rav 
bhankar It was his quest for the knowledge that brought 
hmi very close to Pt Ravi Shanker and he became his 
usted lieutenant Through this association with Pt Ravi 
Shankar he learnt in detail many aspects of different styles 
in vanous Gharanas of Classical Musk:. In his serv.r* with 
a i K at Delhi, he also came in close contact -with many 
maeslros in the field of music like Ustad Hafeez Ali Khan 
legendary Ustad Baba Allauddm Khan Sahib Ustad Bade 
Gulam Ali Khan Ustad Amir Khan Pt BehereBuwa P: 
Ratanjankar Pt. Mallikarjun Mansoor and others 
Devendras yearning for knowledge would make him 
discuss intricacies of various new Ragas and the r 
technicalities with these stalwarts This constani 
indulgence in theoretical discussions expanded hi$ 
knowledge repertoire considerably He became famous 
not only for his stnet adherence to the purity of the Raga 
and intelligent and aesthetically melodious renditions bu’ 
also as one of the most knowledgeable musicians among 
his contemporary 


Unfazed by such wide acceptance and acdaim Pt 
Devendra Murdeshwar continued to refine his prodigious 
talent with unstinted mdustnousness and unequa - 
determination The result - such mastery of technique and 
suavity of presentation as belong only to true artistes 
Recognition came his way as he participated in a 
important music conferences in various pans of India 
including National Programmes of Music and Akashwan 
Sangeet Sammelans He represented the Government or 
India as a member of official cultural delegations and nad 
occasions to perform before vast audiences m Nepa 
Afghanistan. Russia East Germany Yugoslavia and 
Bulgana He also toured Canada and U S for a chain : ' 
concerts He was honoured with Sangeet Natak Academy 
Award and given Gaurav Puraskar by the Government 
of Maharashtra 

t had a multi-facted relationship with him Dunng 
my tenure of 15 years of studentship with him I observed 
him as a GURU, as a maestro, as a bn/i-an: schoLr as a 
producer of All India Radio as a fnend and #so as# 
outstanding craftsman and a humonst and as a fc* 
generous and affectionate hun^an 
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k. oitrpmelv disciplinary detail would not escape his vision One could find his wil in 
u.u ,,tlu, ’ dh,m0b ®^^^! s v , em aiicand his musical expressions. He remained very honest to his 
mding teacher His lessons'™ ’ dered musica | | ra dition and was never tempted to play for the 

' k •'►‘o' sm.p'ifyng <" if some idea gallery He would always advise me "Don’t go down to the 

g|ve nume(CXJS examples level of the audience, but bring the audience up to your 

tonarrate tvs point He would explain ' * has He was a wonderful master craftsman In flute 
, « iikant* s md also expl 1 j|MefenIia|e this by singing making his mastery, artistry and perfection was enviable 

'rnSEma common to various strikingly similar Flute making was his passion and he made the finest flutes 
i on to explain how to avoid contusion I have ever seen I remember accompanying him to a place 
^ , n T C m Or on occasions he would explain the in Karnataka called Unchihalli Falls near Sirsi. going deep 
of a Raqa and compare it with the orthodox down to the base of the fall and selecting the bamboo He 
tatno) presentation of that Raga Sometimes he would did not pay heed to our request not to go down even though 
t » master asking us lo state what mistakes one he was unwell and climbing back was treacherous Having 
• UUi . .. n r' lenng a partu uiar Raga so as to make been trained in the art of portrait painting as a youngster 
: sou., j tue a eiated though different Raga altogether, he always spared some time to make some portraits of 
Unlike he traditional Guru he indulged us by informally friends and acquaintances, 
discussing the history and theory of music in general and 

flagas >r specific using anecdotes and stones of lore He remained faithful to his opinions, teachings, and 

principles and never believed in false praise or flattery for 
i person he was very affectionate, lively and full the sake of any gain. As an artist, he kept himself out of 
nf wit He had an uncanny sense of humour and was a gimmickry, He faced lots of difficulties in his professional 
great nxmic Hts mime was a pleasurable expenence and life, but never compromised his principles, receiving 
feel hat such j demeanour must have contributed to the succour from his tremendous faith in the family deity and 
♦ *pressio»;s in his music All the more so when there would Guru parampara. His friends, relatives, and students and 
an msr red conversation with the Tabla accompanist music lovers all over will miss him but his music will always 
As a cm h s reservations were acute. Even the minutest be alive deep in their being. For me this is an irreplaceable 

personal loss. 
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SHANMUKHA -APRIL 2000 


A Report 


Focus on the Youth 


PADAM, a cultural organization, based at Vite-Parte « tart0 H k 
fifth Annual Programme on 20 Feb 2000 Its mam obiect h k 3 ^ ° muS ' C enthus,as,s celebrated their 

practising classical music, give them adequate opportundv to D ™r«!V°! <,en, ' ,y y0Ung upcomin * ,alen:e * an.sts 

The theme this year revolved around the much hvoed 1 ^ "** 

on the shoulders ot the younger musicians to preserve our mu^TclTureTndhir r “ n P ° nSlbl " ly now b *"fl 

The day's proceedings started on an auspicious note with aroun 311 " S ^ 

by senior young musicians led by Kiranaval, V,dvasan^K,lr o P v Panchara,n3 Krithis 

Smt. Akhila Seshadri another senior seasoned artist of Murlba W 916 Chltrave * na ■*« o' repute) and 

to have conceived and formatted such a programme LSZ *** * lauded 0n ^ efcrt 

Priyadarahini Nnfatan. V. 

Vidya Balasubramanian, Swamala.a Hebbar and the duo Sawta Kn sh^R^a % 

Sundaresan provided Mrudangam support Violin support was orovidwi h» Na ^ ^ F 

Ramakrishnan Mention must be made of the impressive performances by 

Narasimhan, Vaishnavi Rajagopal and the Abhangs Bhajans rendered by the duo. Savita Knshnan aid Radhika 

Dr JSSST ^ ** ^ Lec ^ b * «" •"*«* ™*cot°9'S. entic of repute 

Dr. Sulochana Rajendran. The lecture titled Youth and Classical Tradition’ blended well with the day’s theme The text 

of this lecture will appear in a subsequent issue of SHANMUKHA) 

PADAM every year has made it a point to honour senior musicians or other eminent personality of the metropc 

who contribute to the upliftment of this great art. Smt. Seetha Ramakrishnan was this year's choice for the fei 
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SHANMUKHA - APRIL 2000 

, . oWnrt< . in hrinamq oul a number of violin artists in Mumbai. Seetha hails from a 
Recognued for her W* 6 * S hn Parameswara Iyer of Koduvayur, Kerala, her eldest brother being 

musical family She is the younges ug Ka | asadan she had her initial training in violin playing under Shri A 
the reputed Na y " 'JJJ maesl(0 S hn T N Knshnan Later she continued her training under Smt. 
Narayana Iy er Wwof advanced training from Shri Kovai Dakshmamurthy She has also learnt vocal 

S her marriage to Shn R Ramaknshnan, who also is a great lover 
IT slisl^a moved to Mumbai and continued her pursuit of music She has accompanied many leading 
m and has been anA I R artist for the past 25 years. Presently she devotes all her time in grooming young 
^ 5tudeots 0 f mu sic A teacher par excellence, sincere and dedicated to her profession, she began 
MCMMinthe 7(Ts. Her students, including her own daughters. Radhika and Ranjani, are now names to reckon in the 
muse world of Mumbai having turned out to be able violinists and accompanists. 


The felicitation ceremony started with a prayer by the five year old Kum. Urmi. who was introduced to the 
gathering as a prodigy This was followed by the Welcome Address by Shri P. R. Krishnamoorthy. the Chairman of 
Padam Mr Jambunathan. the Chief Guest of the evening, another music aficionado, also spoke on the occasion. 


Many music sabhas then joined PADAM in honouring Smt. Seetha Ramakrishnan, Kum. Radha, one of her 
senior students spoke about their great teacher, on behalf of the students. Other well-wishers who knew her personally 
also spoke, and hailed her as a very nice human, highlighted the ordeals she had to encounter in her life, but nevertheless, 
continued her efforts to the cause of the Muse. 


Before the felicitation ceremony, there was a short but very melodious violin recital by the senior disciples of 
Smt Seetha The grand evening will definitely be remembered, more for the spontaneous gesture of Smt. Seetha 
Ramaknshnan who offered Rs 500/- to each of the 11 singers, the two violinists and the two mrudangists, which moved 
everyone present into giving her a standing ovation. 


Indeed, it was a memorable day. for the music lovers of Mumbai. 


-G.S. & V. V. 
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<9»i£1|£)<s®>,!F susrrt^ QuflGujTft 


By «n5.iT*fujjrrg9 


tf» i£) 101 mj « uSl si! Oun 6oix» I8ii» ftnjbjDOw,® 

M60i/i.Uflji»flflii n^i. W&U Quirb&wmto bigjlujul© ^ 
o,«) C^nsBirfil io««iC^M6BirDfi», Anwg^CsuGuj (Lffiluau i 
tin JD6UITlil. 

U6inn 6B)L iu ftitfflin pa^ii. GltBriJlyjsmjDA^u) sun ij> 
d,Yi %j<*(0U) ^60)0 yjsuGifl Glff«SlCaj|j]^l suiJjlsu^lujnA 
@gJ K.II6TI Mfftf Qii)(5@LglHfl 

J§l6fl>«99LfiU0)wT ff,CT)6U(g,ri»,6nnff.a, fr&y susmi^g, gsusuri «,**«!*. 
a,, a) 6U rr lii . (ipraugjil Ussuri ash ^ftja^tou.uj AnflsB^fl.snsnu 
( IsottBiigihClunp U6\)&ijp urr’ susbiaasbistta 6B)a^«Hm*<n09WBTn)S8ni 
UfT - OJlfl60)fl«.6B)6n IDAASTflSBTL GtlJ UJUU 90 SO^IO, 90 BWTftn'j iftlUTSMTlil 
(ipfl&6iS)UJCT)6Uff)6in6TTft 61T) A ULJ 0 6BBT Ip 0ft fl,6UfTli. glpdsTJ gl«l0U$li*T 
SLpuqs.60)6niijii. ^rirr gl6B)«WTiqii) (y6tnp«,«j)6m^ii) cu0u) 

^jtj)^l6innjTi4ii. g>fT6n ALi_9pft(3>6TT ^wiajiu^ii) QgjrtLrijip surig, 

i 46 U 6 U(T»)( 65 ii, GlurflCiufifift^ii (ymjfbrfl Glsiij£l 0 ft£)n)nriAG)*nsin 9 
Qfljrfl^QfDp. 

0)i6)Lp6ofl6OT 6UfTi0«.ffinftiiSl6i) 9*ijQ6un0 aiiShTugiii 

J§l60)»iL|L6Di gltmemrrjLp @0uup Q^erfl^. 

(SLD6yjii) lojilj. usbotuit©. «,«D6u ^lfiB)6uft«TT OanSlftiip^gjflnbian 
QftnfiTCT® $fl»6U(ipflnfD tf,60)6U(Lp6mn)iunuj flJ<i><£)00>£)fDgiJ. loargjlsu h,ipg,g, 
rf,ln»6ua)p CT)6Ug)0|ift Gla>fT6TT6n gl6B)ff(2uj ponCTonunuj ^6B)U)j<£l0&g,M )( * > 
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^ 0 »tDA fftll 61) 61) I i 
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Qair®^ ftiA> u&tomnrt m ^^Aub 

AfibATtiu 90 

A 9 H. CatruraMii 


Qu 0 ib glfimge. ^kuTAiJTiiui^Lu) i Ek&btb ua$ 

@fi5iU0^l6i) 60)6Ug,|ij» QaiT 6 TrBT<Sc ^iiSkpu um_«i)A 6 TT u«) gki{Dt! 5 bi)«T*nrr(T 
^)6D0601l_IU ^iflljis. ^IT 5)0)60)601 ft6TT @fiU0fl.(g>U gASW^ ft flffl fingTOT 

9 _©U) 60)«1 JBITITfrai 600 T fttlfl, 

UL@ACa.ITL 60U_ * 6 lSllU(T«RITA/B<Ririb 

^l60)IJUULnilA6TT glBUITAflT QuiUfimiJ *0^^119(^14, gVL & 
6T6nOTfi00T(WA(6T3li Q*IT600TL gl 6 B)«UUITl AlftiTT QjlUU) U)»**TfWL(2lU 
6lfll01uiJ600TITatfl 6 TQ)IJ@^>^llL| 6 n 6 TTfiBT. 

urr^jBlTAMT 

‘uiTCfiijjB^ri' 6T6 btC(d uAMjngjjLb CufTjD 0 )UJLi.«JT. gWai(.fM»)LUj 
{B (T L A fi) A <TT lii) Ailjlb l51 IJ < 6 ^ 0up)JD*®OJ jjIftilT UHL«)*«flA) 
QffiT 8 U«U(y|j 6 ^(y)ii). Qu(T 0 ilQA)il«Mib, <»H<y.«» 6 »T owt^ *nawuQi©^ii 
U61) UlTLCUaCTT ^RDITULiUilAClfkU ^Llb Ql JjTl£D)*n 6TT nr 

<W 0 arfl i^luin AlinjgMn 

“$mMMT y,^ ^LnAio^ki'" tirirpi ltlaj »ijiGiH(y»i (yyAA* 
QaII 6001 ( 1,1 glftJIT OlJ 06 »U«nil) Q 61 ) 6 TfW)lj(^ff><AuftT 
uw iirTL 6 V'A*TT {gjliufbmu QuflifljifiirnTW 

io; 8 ,i» 0 )ij unafuAa u!Slm) 6 J 0 iT^^nm) 

, 5 |jij 0 iUiTiTiL<fluSUu “fiDjiC^ion^iTii'’ 6 T«tp QanarwnCa) 

,TJ| *0(1/60X1)11(1(1 .<5f„Ai^iqib OvL ur(^o .Anovff^ki) C$A u*^ 6T(9<MV^.A 

106001 * ** Aifilipfi um A)**»«m'j uni^iuiurf ijul.waat 

j^IbniaA^ii u«i oflff^im»rAtnn<i) iittl i»Ou!nflj)fi»T*n«. 


glO)0l4 Uff L A) S* 60 (Ttf# ^tKag, 

(JTLJU. 

Metm&sm 

QllkpM&lA fknit l_lf gkMUMfbr »6IMTJU^i^6ir 
AM 5 »T«»T^a«i <vnA 6 Jtr@ ao^jj - loatlAonrAo^ 

^yT«^u«i<ugLb CAotvriwwifWi) urn** uilowmi 

jJit ofii* rfICun Ai . Q^flfUMucv 0 ^ml m. AnffoQio 

Cb0^ AJ01A, gtoj0*»Liu gkBQXgfVTTCgj im_A)*<iT IMAO^, 
mf*0ik ^ar mk. Ai9a> gbup^ku ‘gAMunM^^fi) && q^m^uaCat' 
r<«TJD lTlOSA' UHLn^6VJT ctbi0iAammu. 

mb. mk <M*Li«arfl C^^*ri 

& Bkpme+Qu L^^Min a^luju). g^cwva^Wb. 
i(AiUa00ib dM$M<ui t^OTnkjfl. i0u&Jfh*. A4 ^atgKlOmr 
(yx^A« » UA) ^^IT<U QUBMa gto*T 6 >»ot 51 Ca> ioaa^wt i*uiAo& 

C* am. $aan-iig9UM*to iSwimi 

^riajQpu ft@L*r(i>kA **u*i ua- *i •*•©•© 

glA)»ijfl, Q*rfk*u*> Bt>0AA &***& ^AJ0-L«J Br-rrvAfiiT. 
^tauTtmiTMi! i*A^n 9 *©ti ***»&*) 

0 ion. LMa>«uviMarui 

uifLA)nrf)(fl»jn. jinLAii. unOmitsSI 

AW 

nrumva^ib, u«pvA(«yi 
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9*a«e ** 

, U A. <w* rtf-M* 1 "Z 

wAiuu, «0Oai >m> itf - &» 9*« au gu^M u ar»g» 

ntaiiiun «' '*" « w ** n ^ 1D uw ■ ‘ . . „ . ml 

L,., Jt M-,m -mfl .«n«l *•* *"&»«<& M CwT ® 

i ,,*.11" ft Mim wfjxw tkw«rflBng> «®*®i* aBl ^ 

tpanmam 

^n, Cutftuut. ^nuuiLfb^ib gwjbrtSMrnnnf. 

t, uCi-IMMW 

&»MIMSlf*MI -tyin^AJ^U glMk*fffWB1«J «Urtllt0$aji. "l«Ifl,SU &&s> 

Hii'iii Opi^ur ,w i l ^ :UflMU ^® an ^ 

i «*ui unfu^ffnfl <fl©*yaim 

..Jfifti)’ l yj^owiu^Mi .^0. tJiL .ufl.tsh 0tA0fli>b ©ttJfljjiMKiTinr. 
^ >M *»fl, Uj(iwm* tun» Clmfu giwjfi ftkimjrtilui uiri_«ufl.fch rflffrflg^ib. 
pUifi r*^>-v.»nut-‘^.iHin 'in ui-^flyh foi in Qunjn# {Oftipfldl&Gtfn gteu«i)«) 

•tMttunih 

*V flo 

fl*/A{4«*i *>jCfi,(t. unL.i'fl.«i' ^)utn)ftVu4*n»TTgijL *bi ftni_fl.ri)fl>»TT iAa>u 
dim muon uflwi 0«u$flBLtu ’ujnflfluua,)' <uii north »uuG»\)n BOtijiijiii 

tDfljjMUJ jgl.flffU I0«tl 

£§)<a>*uja)43*u uri ngjanuiftth Qatijgi nj0^1jDffiT. gl6Uff 
AWajjuj.tiuMtfMi tawni «fe,b JfpLUU rptftriiftflT omyiLft ew&fbjffim 
Uu 0 < ® fl OtM)«.uflfU gl«B)6niU g,»O>6U(y)6B)n)O>0 gUoiOllSlsU FT-®UL 

Mn^lfl.fij «j(3<firDnh. @flj0ih ^jCfta, gtfltpi, uffL«i>0>6TT 

(jWygiWHtiAiijDnii ftiultpiu {0»|j>fl<flfl,6rfUb glsBiw @l ibQuprflsiTrDSBT. 
•no. *. g'nrtin>itfl ) «t 

@0&rT§,ffn«i n>Lfl,rflwT Cinw urri_6u»,6iT 
bhu®.Aki^.aitni. MtnCfl^wn gl*^ gu™ Rjflfcromib 

«jn«Cfl <muit!& 4) Am. gakftftn$ni 

<hF# •'■»!!> Qrnrfku ^5ft» urn..*#* ©ujpjSluil®^,,! 

• («bftfl/inCui‘ mu «^iioT(yiftib 

wit*Cu> mws] " ^ enm 
uimiCui ®»-». SNpu. Qonjj) 

iy »>fl.Cfl.nun*ui<J(T^»iju*i«i 
•uitRiOty Ogujimonr 
JU(y§j£rf ijnuuouin dlchmin 

Cutmijd glwnfl ft,. Ml mi ■ 

ghuii)i4ki|tn»iT«Biii ' ^" ),mwirT «®«TT 

felfuiMuti, (DftiCunw , m . U1II/11 fl . . 

gk^ft^BtaMBiri QmM ' 1 'T" 
glfsio /i./hMiw nt^n fl.»ii i nun omojiAAa UHL ( ., . ^ ta " lC,u - 

gtawnMR.AU " 

Wun man mi in fl.,tt (M ,u> WwflujQ.c.r g)^J 4 ^ ^ 

LiUn cncii . . r„, 

HH.Mftnfl,, ,«oi. (yjfljrflCujnrr u»u bomou «.«l, ^«m4.fl,nfl* ^ b 


gl6B)fl61|L g))lb gl«BM»*B)UJILJlb. ^jt/il6(nipil|lb 6JJ6THrfl,O,60ni 

yt^sniorr flti6TV)rf,lif1o.(sn,ii 0<ft6yiiuii%jtb, 6UL Oumi/il itSIfyiib uin «vifl» 6 n 

t |»BiftOTrbf.b Cun^lguib gsuriaftii ^jiblip {Btruiy-Gsu tilpftgji glsoifl 6H6Tfff^g,j 
Qu(ft*n>u> Cflri^^BUir srsirrJUfTUJ. j§l^6Uin6i) ^iblip L06aoi6aof )«or Qu06Vujd 
Ljti)6BTiT(fl)ib. v #\Jfl.ib 6ifliua>o. Cld6U Oin^SjH ijrro. did.dw/ttj«,60)6mi|tb, ^Iboo 
g|6Utfifl.6BBTfhJfl.SB)«millb 6 U(g^i tj, UT^ CojI^lfliUlD^) 6rfiBr60JJlb QurfllUfT0lb 
^fllfflBBI rfljDJB^ ll|lf6UII«Dr "flfl,jrTfl,6B'oily ,51 If 0,11^ 60) 0,11 |Lb". Ojlbltpftm' Ijtefll 

Quno.J^n^tb/o.iTt 6T6BTU Qu0iblo>ib Qo.rr<sri6ii6Uirtb. c <9|£U6twjfl, Q^iruirftgj 
yr^ ftLiurririo "muA^ oiburjaifTiu ulf^,lrrfl4ll^ ,, «,Lfilipu,iTiliy 6 \j 

2.06Uri6Dl 2 bT 6 UO, 6 T(. 

glBuriftifiijaig, (ipCTigjiib tileoTgjjib @6ino cucmt^^ QuiflGimni o,6n 
gl 0 ft^l 0 o>rfl«flrp 6 B T (T, @ 0 o.^ 1 «T(i) 6 BTrr, gl 0 ao,u Cun^ktiTrQffoTii. ( 51 b 
ft6iSl6BTtil0 0)iblipi})(TL-iyi 6ii gl6ma oSltg^rrsirfl o>bnnaO) gl60)ou 

Gun n 51 ( 0 fTfT 0.0 OiLir aSIll ^) 0 .nSlL| 6 UfffliTff,fli Gufftr^lrfliuri ,51. 

onibu^yiff^^l, Lffo.i_ir 6T6TU. ffffiB6ijm^,«n (tpaE,6urr6BT6urTo,6fl)6tr @6B)oiL|6uaLb 
6 T 6 mgjGu) Lonjenn^j, LnrDftft 6 i|Lb o,i_L_nO||. 

6lSl46Uff6BTft0 ,»>|4,Oi6Tr U 6 U ^ff fflUO^ft 6 Tr Qoilioj QouoifluSlilL- 
"lLJnip 0 fT 6 \)” 0 .ff{B 6 m^^ ^Lfilip Or£jO>fb<§] 6 tmjIT 6 V) Q 6 U 6 TflllSlL_LJULl_gJ. 

ouuSlrrjnjjLi urflo .0 acfugjrrf), Go>ffGffrr«36D)6tn 6 iSljr)fTj|ib, LD 6 muurf 1 o>( 0 ) 
gl 6 B )0 61J6TTfT^g]lb Qu06D)LO ft 6 WITl_ 8j(Q60)d l_(TO)L.(t ^Lp. ^lilffO.fflb 
u 6 wm^ 3 ,rfl 6 BT gl60iou Qu06B)uhjld ^jeurflriff fpeuirCTT ‘o,fr 6 Mmiil 0 o, orTftff^ib’ 

gl6B)O0iG0i 2_fflO|OjfT6®T Qoff^g). 

CuffffrflffliUft OfflbU(y)ff^^1GliJ gl 6 ff)O 0 , 0 . 6 B) 6 U 0 . Oi 6 TT( 0 rfl UJUJffO,^ 
^) 0 .ipft^ 6 UIT. 

OiLfill^l6inO«@U GuQffff6lf1 On. L_ Ip UJGUfT LffftLri 6T6TU. ffffLfl 6BTITO)6i[T. 
.5I6UIT Qotu^ ^Lblipuufilitjr ^ffniUO^Io.STT ^Gfto.tb. U6ffUT60)L.lU. gl6DT6miDtU 
UnO,rilO,6Tfl6BT ^fQffJJfiUlU). G6UJTJfrj|6lI)LDOi6B)6TT Q^6Tfl^U@^6nTTm. “^BUUU^Io.lTff 
@ 6 ff )0 6 T 6 BTP «5y,ILJ61J 0^61!) 6U glllJrr)n 5 lLH 6 TT 6 TTfTrT. 

@0.aL@6mffu5l6U @ 6 tffglJLb 6 T 6 LI 6 )J 6 TTG 6 Uri ^lilip gl60)O 6 U 6 TIirgi^ 
Quifl(Suirno, 6 TT 6 ifl®ui_(pu Gunu 5 l 0 o,o, 6 umb. ^|n5^^njrro,6Tr i%jrro ,0 

e 3in51«Slfto,i!^^ff^||ib, C 6 U 6 oijTipiu (gn 51 u 4 o.( 6 TT,Lb, Qoiu^loi^ib O^nLrTorfliuiro, 
^) 6 mLftoifr^G^ osffff 6 Bmib. 

U)n®Ginuja0ib ffisrerGsnot - jg 
CunftCsufrorLfitb GloiT«BrG 6 BT«BT 
«fitijorfl6BT urrgjjib ^Giubt 
atbareBr© QnjfroioniBBr ^Cffsit - sTsiifD 

0tpti)6m^LJ I J06UOj^l6U 0>ff)fT] UITLBX) Ufli6D)U)ILJIT O, 6DT siSl^rB^n gyji b 

^|«mo, gliufbjfiliu ^ifliusmff ^n51fBo,6nff ujinf ? gl^jGuirw nj^l suyjliuiriu 
nin.S)‘»sn iDip 6 m 6 u glmnouSIsiff ^,rf1rfliutro.6rr luntf erriffp 6 T 6 TOT 6 mir ^smsuash 
Gurr^lgjjib ^iffl^snffeinuju uuuu ueu GlurflGiumt o,tibo. 6 h 

nnr^asnasmiu ^hiucBofl^rirnrsanr. ^rruunraflLiuff eibirn) jBibiSlasno, 

GsntfhiS)«h CuGlffff 6 ifl»fl«, u»nb Q U 0 i/i)^ib Qo.njiHflKAlnio,]. filfiuju) 
4l«H«5rfl0)gj. 

rflft^nb $iflipia>oii51«T *»®nifl,aBTt_nri 
mifit Qun^ft^u, Qftiftlft»wTi nrr. 

Courtesy: 

UtmauniTfldl o>>M(pUn/t ir\,fl>in 
ujfiQ«ruLmb „flj P n town 
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SHANMUlOiA -APRil 2000 


Kishors Thakkar 
98211 28021 


Wirt •Best Compliments from 


Phones. 


Res. : 


Pratap D. Thakkar & Co 


401 3561 
401 3892 
401 2103 


Mandap Decorators & Contractors. Govt. Approved Contractors & 

Monsoon Shed Builders 

Mahavir Building Compound. Bhandarkar Road 
Matunga(C.R.) Mumbai-400 019 


%’ith Best Compliments from 


Bharat Thakkar 
9821112468 


II sft II 


Tel.: 789 1819 
789 18 30 


Shree Decorators 


Mandap Decorators & Contractors. Furniture on Hire 

& 

Monsoon Shed Builders Approved Govt. Contractors 

15/12, Ashiana Building. Sector- 17. Vashi. 

New Bombay -400 703. I 

l E Mail ; shreedec@vsnl.com Telefax : 790 1221 J 
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